The fabric of transcultural collaboration: Interweaving the traditional Korean vocal form of p'ansori and the contemporary Japanese dance form of butoh in a transculturally Australian context by Neideck, Jeremy
THE FABRIC OF
TRANSCULTURAL
COLLABORATION
Interweaving the traditional Korean vocal form of 
p’ansori and the contemporary Japanese dance form 
of butoh in a transculturally Australian context.
Jeremy Neideck
Bachelor of Creative Industries (Drama)
Queensland University of Technology
Creative Industries Faculty
Submitted in fulfilment of the requirements for the award of
Doctor of Philosophy in Creative Industries
Principal Supervisor: Dr. Mark Radvan
Associate Supervisor: Adjunct Professor Cheryl Stock
2016
This page left intentionally blank.
Statement of Original Authorship
The work contained in this report has not previously been submitted for a degree or 
diploma at any other higher education institution. To the best of my knowledge and 
belief, the report contains no material previously published or written by another person 
except where due reference is made.
Jeremy Neideck
1 March 2016
Key Terms
The following is a list of key words that appear within the document or are associated with 
the topic. These words have been listed for cataloguing purposes. Key words that apply to 
this study are:
physical theatre
collaboration
transcultural
Korea
shamanism
butoh
p’ansori
embodied metaphor
PHOTO 1 Hero image - 대홍수 Deluge at Brisbane Festival.  Photo: Gerwyn Davies (2014)
(Cover page and chapter headers)
iii
QUT Verified Signature
Abstract
This practice-led research project investigated the interweaving of the image-based phys-
icality of butoh and the traditional Korean vocal style of p’ansori in a transcultural envi-
ronment. The research was undertaken as a series of creative development cycles with a 
team of artists from Australia and Korea, culminating in the premiere of Deluge, a work 
of physical theatre that responded to the 2011 Queensland floods and which constitutes 
the practical component (50%) of this practice-led study.
The act of collaborating with an artistically, culturally, and linguistically diverse 
team led to tensions and disruptions occuring in the creative process. By employing tech-
niques derived from reflective practice, the locations of these interruptions were identi-
fied as occurring at ‘sites of transcultural potential’. Directly investigating these sites led 
to the development of a range of interventions that helped to improve the negotiation of 
interpersonal relationships and assisted in the emergence of a more productive working 
environment. The development of Deluge in this environment led to the discovery of a 
shared, metaphoric vocabulary which enabled elements of butoh and p’ansori to be woven 
together in training, rehearsal, and in the act of performance.
The outcomes of this research will assist artists working in culturally and linguisti-
cally diverse environments, with collaborators from different performance practices who 
wish to create work that conforms to the transcultural ideal: the modelling of new and 
inclusive realities that could not be solely realised by any individual participating culture.
PHOTO 2 Elements - Deluge Cycle 5 at Brisbane Powerhouse.  
Photo: FenLan Chuang (2014)
Pictured (L-R): Park Younghee, Amy Wollstein, Kwon Youngho,  
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Reading this Document
This exegesis has been prepared as an interactive digital file in the Portable Document 
Format (pdf). Static images have been used as place-holders for video documentation, 
with file paths included for readers with access to the accompanying USB drive, as well as 
html links to versions available online. This document is best viewed in Adobe Acrobat 
Reader1, on a personal computer or tablet with a colour screen, internet connectivity, and 
the facility for video playback, enabling the viewing of the files as they become relevant 
in the text.
Navigation
All items in the Table of Contents contain links that will jump the reader to the relevant 
point in the document, and all cross-references and web links are underlined and can be 
navigated by clicking directly onto them. The interactive digital version of this document 
also includes simple navigational controls in the lower right-hand corner of each page:
  Table of Contents
  Korean  Glossary
  Jump back to previous page
Korean Language
Korean words have been romanised using the McCune-Reischauer system of romanisa-
tion, except where variations occur in direct quotes from sources. A glossary has been 
provided in the Appendix, which includes the han’gŭl, Revised Romanisation, simplified 
pronunciation, and definitions (see p. 125). Definitions of simple terms draw on the 
Tuttle Learner’s Korean-English Dictionary (K. Park, 2012) as well as Korea: A Historical 
and Cultural Dictionary (J. Kim, 1997a). Definitions of terms more specific to this study 
have been prepared with the assistance of the sources cited in the text.
Naming Conventions
All East Asian names are written according to standard usage, with family name preced-
ing personal name. Authors are cited according to their preferred spelling where they 
1 Available at https://get.adobe.com/reader/
have been published in English. In the case of some Korean authors, the entire name is cited, 
as Korea’s relatively small number of family names (B. J. Kim & Park, 2005) presents cause for 
confusion in some cases.
Voicing of the Text
Reflecting the practice-led nature of this study, I move in and out of writing in the objective 
tone of a researcher and the personal voice of the artist. In keeping with this, I have maintained 
the academic convention of using family names to refer to authors, creative practitioners, and 
significant and historical figures, but have used personal names when making reference to the 
thoughts, words, and actions of my collaborators.
Pronominal Usage
My creative practice focuses on the creation of safer spaces for marginalised or historically dis-
empowered people including those from culturally and linguistically diverse backgrounds, as 
well as sexually and gender diverse people. Wayne (2005, p. 87) writes that sexually and gender 
diverse people, including those in trans* communities have fought for the recognition of the 
fact that although their lived experiences exist in the physical realm, they often do not in the 
linguistic realm, and that this is “often blamed on an individual’s failure to express proper sex/
gender identity instead of being seen as a deficiency of our restrictive pronoun system”. Whilst 
several ways of redressing this balance in written English have been proposed (Adami, 2009; 
Stevenson, 2011; see Wayne, 2005), the use of the ‘singular they’ is accepted in both British and 
American English in contexts “where sex, personification and visual imagery are not relevant” 
(Adami, 2009, p. 303).
I have used the singular they when referring to persons known to and referred in the 
literature including authors, creative practitioners, and significant and historical figures where 
repetition of their name is cumbersome. I have done this in an attempt to avoid assumptions, 
even in cases where a particular gendered pronoun is in wide usage, or has been expressed or 
authorised by a person. The exception that I have made is with my regular collaborators and 
participants in this study who have explicitly disclosed their correct pronouns to me at time of 
publication.
Gender neutrality in our everyday referencing praxis extends the goal of creating 
non-prejudicial social norms, augments existing human rights through curtailing 
sex discrimination, allows for wider acceptance in linguistic practice that may 
impact social practice, and hence is a change whose time has come.
(Wayne, 2005, p. 87)
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Portents, or reading the signs
1 INTRODUCTION
1 INTRODUCTION
1 .1 Background to the Study
I have spent my adult life caught between Australia and Korea. My first glimpse of Seoul 
was through the lacy curtains of an airport limousine bus as it wound along the Han River 
at dusk, the needled spire of Namsan tower perched on top of its sacred mountain, pierc-
ing through hazy smog… The gaudy assault of Gangnam’s stylish boutiques lit on one side 
by the electric flickering of neon, on the other by the ever-changing glow of monstrous 
LCD panels… The bitterly cold air soured by the smell of kimch’i and sizzling pork, and 
the sound of hundreds of noraebang — karaoke rooms filled with businessmen belting 
out ‘Hey Jude’, ‘Hotel California’, ‘Dancing Queen’ — buoyed on a haze of soju and the 
promise of a promotion if they make it through the night… Checking into Human Touch 
Ville and feeling the unnatural warmth of ondol underfoot, the controls of which involved 
a mysterious balancing act that seemed to force a choice between warm room and hot 
shower… Three boys being chased out of the tchimjilbang bathhouse by an enthusiastic 
ajŏssi because we were still in our underwear…
It was January 2005 and I was 20 - an undergraduate student travelling to Korea 
as part of a delegation from Queensland University of Technology (QUT). We had been 
tasked with the job of developing an immersive, arts-based camp program for eight to 
fifteen-year-old children which wove singing, dancing, and drama together with English 
language education. A collaboration between QUT and the Korean publishing and edu-
cation company Tuntun English1, the camps were the brainchild of Brisbane-based thea-
tre director Roger Rynd (Gattenhof, 2006).
Roger’s own Korean adventure began in 1997 when he worked with Sadari, one 
of the country’s most renowned theatre companies producing work for young people 
(Hemming, 2008), and served as artist-in-residence at the newly completed Seoul Arts 
Centre. In 2002 the CEO of Unibooks, Tuntun’s parent company, commissioned Roger to 
spearhead the design and construction of LATT Children’s Theatre. Roger and his wife 
Catherine Pease recruited long-term members of their own company, REM Theatre, to 
assist in producing bilingual musicals that were closely aligned with Tuntun’s English lan-
guage resources. LATT eventually employed artists and technicians from Korea, Canada, 
Australia, New Zealand, the USA, Poland, and the UK, and by 2007 Roger was made an 
honorary citizen of Seoul for his services to the performing arts in Korea, and his ongoing 
dedication to international collaboration (Asialink, 2010).
1 튼튼 영어. Literally, “hearty English”.
I auditioned for LATT in 2006, and was offered a 6-month contract to perform 
in Five Fools, a new work, and I stayed on in 2007 for the remount of the company’s 
flagship production, The Little Dragon. One day in rehearsal Roger asked the company’s 
senior actress, Park Younghee, to use her voice to replace a musical theme that in previous 
seasons had been played on the taegŭm — the largest of the Korean transverse bamboo 
flutes. As Younghee began to replicate the rasping, mournful timbre of the taegŭm I had 
an immediate and visceral response to her voice. Later, when I asked her about how she 
had learned to sing like that, she told me that she had trained with one of Korea’s National 
Living Treasures2 in p’ansori — a traditional form of epic narrative expressed through song 
and verse. The feeling I had when listening to Younghee sing was unmistakable, yet hard 
to describe — an overwhelming sense of sadness and longing broken up by moments of 
levity and hope. This balance between two moods served to arrest the feelings of despair 
provoked by the painful sound of her straining vocal cords.
I became hungry for opportunities to experience p’ansori. As I listened to record-
ings and sought out performances by artists of varying age and ability I was struck by how 
similar my emotional responses were to those I had when watching the brutal, expres-
sionistic, and Japanese dance form of butoh.
In 2009 I studied p’ansori at the National Theater of Korea with Oh Min Ah - a 
principle actress with the National Changgeuk Company of Korea3. At this time I was 
also a resident at the National Art Studio, where I was attempting to combine p’ansori with 
butoh in Strange Earth, a live dance and video installation in collaboration with video 
artist Park Junghyun. I wasn’t content with the result however, which felt like a shallow, 
aesthetically driven combination of disparate performance forms.
In 2010, after the opening night of his most recent revival of LATT’s Twelve 
Singing Animals, Roger passed away in his sleep. He left behind a family of artists charged 
with the imperative to continue his work of collaborating across the perceived bounda-
ries of language and culture. Roger’s mentorship and legacy has been a major source of 
inspiration for me, and since his passing I have been working closely with a number of 
Korean artists to develop ways to tell stories and develop shared performance languages 
that brings audiences from Australia and Korea together.
2 In 1964, South Korea’s Ministry of Culture and Information in conjunction with UNESCO began the 
process of appointing distinguished artists as muhyŏng munhwajae kinŭng poyuja (무형 문화재 기능 
보유자), or “holder(s) of intangible cultural assets” (H.-K. Kim, 2007, p. 109). This was an attempt to 
preserve and promote traditional Korean art forms that had only barely survived obliteration under 
Japanese colonial rule, and that risked falling into decline in the period of economic and social 
reconstruction after the ceasefire that paused the Korean War - a conflict that is technically still ongoing.
3 Ch’anggŭk is the presentation of the traditionally solo form of p’ansori 
using a large cast with sets and costumes on a grand scale.
3
Before Roger died, he had been in the process of establishing a program of cul-
tural and artistic exchange between the Seoul Foundation for Arts and Culture (SFAC) 
and REM Theatre, the goal of which was to promote long-term relationships between 
artists from Australia and Korea. Roger had also been serving as my mentor as part of 
the Australia Council for the Arts’ JUMP National Mentoring Program for Young and 
Emerging Artists. The primary outcome of this mentorship was to be my participation in 
Roger’s planned exchange program. SFAC honoured its memorandum of understanding 
with Roger, and I travelled to Seoul in November of 2010 with Sydney-based performance 
artist Justin Shoulder to work on a new dance installation, Hidden Land as part of the 
inaugural Roger Rynd International Cultural Exchange (RRICE)4. In May 2011, Korean 
participants Tak Hoyoung, Park Younghee, and Jung Minji travelled to Australia, and we 
presented Hidden Land at the Floating Land Festival on Queensland’s Sunshine Coast. 
Hoyoung, Younghee, and Minji stayed and joined me in June of that year to collab-
orate on the initial development of a new work — Deluge as part of Metro Arts’ Freerange 
Creative Development Program. Produced by Red Moon Rising, this work of physical 
theatre combined the p’ansori voice with the physicality of butoh and live music and was 
shown as a work-in-progress for the general public and an invited panel of peers and 
mentors. Many English-speaking audience members were not able to identify the specific 
nature of their emotional responses to the work. My collaborators and I were interested to 
discover however that Korean audience members articulated their emotional response as 
han (한 / 恨): the complex and dynamic emotional state characterised as a “bitter-sweet 
longing” (Chu, 2008) and often argued to be culturally specific to Korea and its historical 
cycle of colonial oppression and liberation (Freda, 1999 ¶12).
In order to fully develop Deluge as a work suitable for full-scale presentation, it 
became clear that I would need a greater understanding of the cultural and theoretical 
underpinnings of traditional Korean performance, as well as the cultural politics of butoh 
and physical theatre in Australia. As a director, I felt that I would also need to be able 
to demonstrate and articulate what was tacit and assumed knowledge for my Korean 
collaborators. Furthermore, I would need to be confident in operating in an environment 
where different cultures meet, in order to counter potential criticism of the intercultural 
nature of my practice.
4 In 2013 this program was renamed the Australia Korea International Cultural Exchange (AKICE) at the 
same time that new partners Motherboard Productions and the Brisbane Powerhouse came on board.
PHOTO 3 Roger Rynd - LATT Children’s Theatre.  
Photo: Choi Jinwon (2009)
1 .2 Research Questions
The original goal of this study was to work with a team of artists from Australia and Korea 
to explore ways that the body and voice can experience transformation in performance. 
As the project moved forward however, interruptions to the creative process began to 
occur at locations of interpersonal tensions and culturally-grounded misunderstanding. 
My attention as a researcher began to focus on these interruptions, leading to the articu-
lation of the following research question:
What are the processes of negotiation that inform an effective model of 
transcultural collaboration in the context of an Australian performance 
project that aims to interweave the traditional Korean vocal form of p’ansori 
and the contemporary Japanese dance form of butoh?
The investigation of this problem required multiple creative development cycles, giving 
rise to the emergence of two research sub-questions. The first of these sub-questions is 
framed to address the specific aesthetic concerns of the Deluge project:
What are the commonalities between butoh and p’ansori, and how can they 
be linked to create a new work of performance?
The second sub-question relates to system-wide concerns in the context of performance 
generation in culturally and linguistically diverse environments:
What conditions and processes are necessary for the development of per-
formance that interweaves practices grounded in specific cultural contexts?
PHOTO 4 Forest - Deluge Cycle 1. Photo: FenLan Chuang (2011)
Pictured (centre): Park Younghee
1 .3 Defining the Transcultural
Numerous conceptual and theoretical frameworks exist for describing creative practices 
that emerge in culturally and linguistically diverse environments, with ‘intercultural’ and 
‘cross-cultural’ two of the most widely encountered. Throughout this study I have adopted 
‘transcultural’, not in an attempt to disrupt or displace current and dominant frameworks, 
but in order to articulate my aspirations as an artist. Transcultural practice is discussed 
further in Chapter 3 (see p. 34), however I will provide some background for my use 
of the term here.
In 1940, the Cuban anthropologist, historian and criminologist Fernando Ortiz 
coined ‘transculturation’ to describe the process whereby cultures meet and are trans-
formed by each other, with the new culture that emerges being itself subject to the same 
process (Onghena, 2008; D. Taylor, 1991). Rather than emphasising the coexistence of 
cultural systems in an “uneasy fusion” (D. Taylor, 1991, p. 92), the process of transcultur-
ation “accounts for the historic specificity and artistic originality” of the cultural phenom-
ena that it gives rise to, acknowledging “the element of loss of the two systems in the crea-
tion of a third”. This process is shifting and progressive, often circular, and not necessarily 
undertaken consciously (p. 93), or if it is, only in the sense that it arises out of a “conscious 
ebb and flow of interculturality, emanating from the grass roots and not imposed and 
defined by government” (Cuccioletta, 2001, p. 9). The neologism Ortiz offered is imbued 
with a sense of transitivity: cultures shift and reorganise into new, complex, original, and 
independent realities (Onghena, 2008).
Onghena (2008, p. 182) has observed an increasing resurgence in the use of the 
term “transcultural” as an attempt to recognise that intercultural dynamics are inherent 
in all instances of cultural interaction or exchange. Authors such as Cuccioletta (2001), 
writing from the fields of international relations and social policy, have offered transcul-
turalism as an alternative to prevailing theories of multiculturalism and interculturalism, 
with Slimbach (2005) providing a series of guidelines for the development of ‘transcul-
tural competencies’ for individuals operating in international contexts.
The reporting of this study documents a process of negotiating what Fischer-
Lichte (2009, p. 400) terms “transcultural entanglements”, allowing the reader to bear 
witness to ways in which humans can function inside the “permanence of transition” that 
accompanies the interweaving of cultures in performance.
PHOTO 5 Strange Earth - National Art Studio, Changdong.  
Photo: Park Jung Hyun (2009)
Pictured: Jeremy Neideck
1 .4 Cycles of Creative Practice
The creative practice that forms 50% of the research output of this study is the devel-
opment, rehearsal, and presentation of Deluge. In the background to the study I have 
provided a brief account of the ways that the first cycle of development of this work was 
intertwined with my participation in the Roger Rynd International Cultural Exchange 
(see p. 4). The timeline in FIGURE 1 above begins by charting both productions of 
Hidden Land - the product of my participation in RRICE, as an acknowledgement of the 
role that project played as a creative precursor to Deluge.
Cycle 1 is the first considered by this study, and was undertaken in partnership with REM 
Theatre, Red Moon Rising (see p. 21), and Metro Arts as part of the 2011 Freerange 
Program. Cycles 2 and 3 were titled TransLab, and took place in early 2012. These periods 
of laboratory-style development saw the focus of the study shift temporarily away from 
the creation of Deluge as a performance, and on to exploring the processes that underlay 
the combination of aspects of butoh and p’ansori in training and performance. Cycle 4 
was undertaken in October 2012 with the support of Ausdance Queensland, the outcome 
being a full showing of Deluge for the general public in The Loft on QUT’s Kelvin Grove 
campus. The final period of practice analysed in the main body of this study is Cycle 5. 
2012 2013 2014 201520112010
Hidden Land (KOR) CYCLE 1 ・ Deluge
CYCLE 4 ・ DelugeCYCLE 2 ・ TransLab
CYCLE 3 ・ TransLab
CYCLE 6 ・ Deluge:             물의기억
CYCLE 5 ・              Deluge대홍수
Hidden Land (AUS)
FIGURE 1 Timeline of creative practice cycles
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This cycle was precipitated by an invitation to present Deluge at the Seoul International 
Dance Festival (SiDance), following a successful pitch by Motherboard Productions’ 
Dave Sleswick at the 2013 Performing Arts Market in Seoul. Dave and I were able to lev-
erage this invitation to gain funding to develop the work for a commercial market, and to 
secure the première season of 대홍수 Deluge at the Brisbane Festival in September 2014. 
This version of the work then toured to three venues in South Korea in partnership with 
SiDance and the Seoul Foundation for Arts and Culture.
As a result of the critical and commercial success of this tour, Motherboard 
Productions was invited by Jo Sunny, CEO of the Seoul Foundation of Arts and Culture 
(SFAC), to present the work in April 2015 at the Namsan Drama Centre. Deluge: 물의
기억 (the memory of water) was presented by SFAC as a public memorial for the 304 
people, mostly school children, who lost their lives in the sinking of the MV Sewol pas-
senger ferry in April 2014. Although Cycle 6 occurred during the timeline of this study, 
it was not feasible to consider it in my analysis. Cycle 6 did however provide a vital test-
ing ground for my interim findings, and its photo and video documentation has been 
included at various points in this report.
1 .5 Document Outline
This exegesis documents the practical investigation of the interweaving of the forms of 
p’ansori and butoh in the context of a collaborative, transcultural art-making environ-
ment. It includes links to rehearsal and development footage, as well as documentation 
of the public performances of the various versions of Deluge as an aide-mémoire. The 
practice-led nature of the study means that the findings of the research reside within and 
are demonstrated by the creative work, and are articulated by this exegesis.
This document is structured to broadly correspond not only to typical practice-led 
research submissions (see Hamilton & Jaaniste, 2009), but also to the stages inherent in 
the structure of the kut, or Korean shamanic ritual. The relevance of kut to this research 
project will be explained during the account of the creative practice in Chapter 4 (see p. 
60):
CHAPTER 1: Introduction (p. 2) is alternatively titled ‘Portents, or reading the signs’, 
as its function is to communicate the impetus for the study, detail the line of inquiry 
through the research questions, and provide a roadmap for the documentation of the 
journey of investigation and art production.
CHAPTER 2: Methodology (p. 10) offers an account of the approach that I have taken 
to the investigation, and is described as ‘Movement, or the actions taken’. This is the point 
in many kut where concrete actions are undertaken in order to establish a connection 
between the physical space where the action is taken, and the invisible space where the 
mudang, or shaman wishes to affect change.
CHAPTER 3: Contextual Review (p. 20) is subtitled ‘Ushering, or making a space’, as 
it defines the space that the study occupies by providing a detailed account of the theoret-
ical terrain and practical landscape in which the study is situated.
CHAPTER 4: Creative Practice (p. 40) follows the five cycles of creative development 
undertaken and is subtitled ‘Possession, or the moment of transformation’, as it attempts 
to identify, track, and examine the ways that my practice has transformed, shifting to 
accommodate learnings at a theoretical and practical level.
CHAPTER 5: A Model for the Interweaving of Cultures in Performance (p. 100) pre-
sents a model which is both rooted in the practice-led findings of this study and has the 
potential for application in performance-making environments outside of the specific 
context of the development of Deluge.
CHAPTER 6: Findings and Conclusions (p. 110) outlines ways that the findings of the 
study may be used more broadly by other practitioners in the field of transcultural art 
production, and is described as ‘Sending’, as it holds a similar purpose as the conclusion 
of a kut, to appreciate the transformations that have taken place and to send witnesses 
back into the world.
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2 .1 Practice-Led Research Methodology
This chapter will situate the methodology of the study within the field of practice-led 
research. An outline is provided of the creative development model employed, and 
descriptions are made of the specific tools and methods of collaboratively devised perfor-
mance and reflective practice that were used throughout the research project.
The driving force behind this study was a belief that aspects of the performance 
practices of butoh and p’ansori could be combined in performance. Peter Brook (2013) 
recalls a similar feeling of conviction during early stages of work on the landmark 1970 
production of A Midsummer Night’s Dream as “a burning hunch that, somewhere, an 
unexpected form was waiting to be discovered”. This kind of tacit knowledge is described 
by Haseman (2009, p. 56) as “enthusiasm of practice”, a frequent starting point of artist-in-
itiated inquiry that seeks the emergence of new knowledge and new forms of expression.
The field of practice-led research has undergone significant change in recent dec-
ades, with Stock (2014, p. 298) noting that there are “a range of theories and models” 
currently in circulation. Robert Vincs (2014, p. 353) goes as far as to characterise the field 
as “dishevelled”, admitting however that it has provided a location for the development 
of pioneering approaches to research methodology, and advances in the relationship 
between creative practice and the written word.
My use of the term ‘practice-led’ hinges on Gray’s (1996) now ubiquitous defini-
tion of the field as one where research is “carried out through practice, using predomi-
nantly methodologies and specific methods” familiar to the artist (p. 3). Haseman (2006, 
p. 4) has identified experimentation through creative practice as central to projects in 
which “new artistic forms for performance” are generated. The idea that the processes of 
performance creation can constitute research methodology has also been promoted by 
Stock (2007, p. 2) who writes that “all dance practice is research”, and that the process of 
choreography involves “experiment and exploration, [and investigating] concepts (expe-
rientially in dance practice) to advance understanding and knowledge”. Haseman (2009, 
p. 59) has warned however that there needs to be some differentiation between what is 
research, and what is creative practice, with Fleishman (2012, p. 29) adding that although 
performance as research may constitute “alternative way[s] of knowing”, it cannot “simply 
replace other forms of scholarship” (p. 29).
I have attempted to bridge this “historic binary split between practice and the-
ory” (Stock, 2013, p. 6) by drawing on the tools and techniques of reflective practice in 
PHOTO 6 Rehearsal - Deluge Cycle 1. Photo: FenLan Chuang (2011)
Pictured: Jeremy Neideck
order to strengthen the reflexive nature of my performance-making practice. This critical 
engagement through “ongoing self and peer evaluation and analysis” has led to a dialogue 
between the “critical and the creative”, a conversation which has woven itself through the 
reporting of this research.
The narrative that unfolds throughout the reporting of this study is fractured and 
frequently interrupted, frustrating attempts to make it conform to a logical and linear 
structure. Maggi Phillips (2014, p. 285) has acknowledged this struggle to resolve and 
pattern conflicting temporal and spatial realities as a core concern of the practice-led 
researcher who wrestles with an “unregulated realm of yet-to-be-knowledge”. The source 
of difficulty in predicting the path of practice-led research is pinpointed by Colbert (2009, 
p. 7) as the “personal, experiential and iterative processes that influence the making of 
the creative artefact”. Phillips employs Lakoff and Johnson’s (2003) notions of cognitive 
metaphor to describe how the physical act of skipping, a “transition from bipedality to 
a notional one-sided step-hop or irregularity”, can serve as a template for the cognitive 
understanding of “irregularity and, subsequently, regularity over longer temporal pat-
terns” (p. 291) in practice-led research.
Stock (2014, p. 309) writes that the struggle to articulate the “seemingly unknow-
able, the ineffable and the ephemeral” in textual form sets a challenge for the practice-led 
researcher to resist playing into unhelpful binaries in the reporting of their research such 
as “practice-exegesis, mind-body, theory-action and thought-feeling”. One way that Stock 
(2014) proposes of overcoming this struggle of articulation is by interweaving an “evoca-
tion of the practice” throughout the critical dialogue by using “metaphoric or poetic text” 
designed in such a way that reflects “texture and movement” through non-linear means 
(p. 310).
These observations and suggestions by Phillips and Stock have influenced the 
manipulation of the temporal patterning of this report. Rather than consolidating mul-
tiple periods of contextual review into a single chapter, I have woven it into the docu-
mentation and analysis of the creative development process. At several points during the 
reporting of the creative practice, I have skipped back and forward in time in order to fol-
low thematic patterns, rather than chronology. I have also augmented the written account 
of the creative practice by evoking it through video and photographic documentation. 
By treating this documentation as a poetic visual text, I have attempted to highlight the 
interconnected nature of theory and practice in this study, and the multiple roles that I 
serve as a creative practitioner and researcher on the project.
My participation in the Deluge project has involved the assumption of multiple 
roles such as director, contributing choreographer, frequent performer, chief negotiator, 
and primary researcher. These roles are a product of the project’s status as a work of 
ensemble-driven performance creation, transcultural collaboration, and performance as 
research. Colbert (2009, p. 2) has recognised that in practice-led research, the researcher 
is “frequently a participant, [and] is expected to identify their stance within the research 
process”. Whilst my positioning in this report is one of a practice-led researcher, during 
my interactions with collaborators, stakeholders, and the general public I represented 
myself primarily in my creative role as the director of Deluge. As a result, apart from being 
aware of the need to complete an extra layer of paperwork in order to establish informed 
consent regarding their participation in the study, my collaborators had only a vague 
sense of my role as a researcher.
2 .2 A Relationship-Centred Approach
This study engaged a diverse array of participants connected by a complex web of inter-
personal and professional relationships. Hill and Holyoak (2011, p. 187) have identi-
fied reflexivity as key to the navigation and negotiation of relationships, arguing that it 
allows researchers and participants to “arrive at a new place of mutual understanding” 
in their differences. This is true of the Deluge project, and awareness of the extent of the 
impact that the relationships of participants had on the outcomes of the research emerged 
through the processes of reflection outlined later in this chapter (see p. 15). 
The most significant relationships to this study are those I share with key col-
laborators Park Younghee and Tak Hoyoung. I first met Younghee when I was in my 
early 20s when we were both actors at LATT Children’s Theatre, and Hoyoung served as 
our acrobatics instructor. Both artists considered Roger Rynd a close friend and mentor: 
Younghee since joining LATT in 2003, and Hoyoung since working with Roger on his 
first Korean collaborations with Sadari Theater Company in 1997.
Working and social relationships in Korea are often demarcated through the 
use of familial vocabulary, and contemporary Korean society, although increasingly 
Westernised, is programmed at an intrinsic level to inscribe Confucian ideals such as 
“respect for authority and elders, loyalty and the importance of education and diligence” 
(A. E. Kim & Park, 2003, p. 44). This pervades the working culture, with the promo-
tion of “harmony, solidarity and cooperation” (p. 45) undertaken through clearly estab-
lished hierarchies among co-workers. My shared personal and professional histories with 
Younghee and Hoyoung means that they consider themselves my sŏnbae, or seniors. 
The fact that we are also close friends dictates that I address Hoyoung as hyŏng (older 
brother), and Younghee as nuna (older sister); relationships that both artists have adopted 
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in practice as well as name. The Korean language is codified into various honorific modes, 
which if ignored can cause considerable insult (Shin, Kiaer, & Cha, 2013, p. 13), and 
terms such hyŏng and nuna not only describe interpersonal relationships, but mark the 
level of respect that needs to be reflected in language use.
The Hidden Land and Deluge projects constituted the first time I ever assumed a 
role of responsibility over these extremely experienced and highly skilled artists, adding 
a layer of complexity to our existing relationships. Younghee and Hoyoung have partici-
pated in all cycles of the development of Deluge, helping to shape both the creative work, 
as well as the emerging physio-vocal practice. Both artists were long term collaborators 
of Roger’s and the value of friendships across cultures and the exchange of performance 
skills are deeply embedded in our collaboration. As Tillman-Healy (2003, p. 735) notes, 
friendships in many Western societies are unstable entities, a fact that can be attributed 
“in part to the absence of obligatory dimensions”. Whilst my relationships with my Korean 
collaborators are perhaps not best described as stable, they are undertaken under vastly 
different assumptions surrounding respect and obligation than those I have with other 
Australian team members.
Tillman-Healy (2003, p. 734) writes that research undertaken with friendship as a 
methodology needs to be undertaken over many years “at the natural pace of friendship”, 
and that as a project’s “issues emerge organically […] the unfolding path of the relation-
ships becomes the path of the project” (p. 735). This sits well with Stock’s (2014, p. 299) 
observation that, whilst the documentation and analysis of creative artefacts is a primary 
concern of the practice-led researcher, these processes are, for the performing artist in 
particular, “necessarily collaborative”, and alongside technical mastery and the process 
itself, “social and artistic relationships” form a significant proportion of any artefact cre-
ated. It is appropriate then that the reporting of this study marks the shift in status of these 
relationships from necessary but of only incidental concern, to a method of creation, and 
finally to forming a vital component of the creative work.
PHOTO 7 Rehearsal - Deluge Cycle 1. Photo: FenLan Chuang (2011)
Pictured (L-R): Park Younghee, Ellen Rijs
2 .3 Creative Development Model
What follows here is an outline of some of the specific, practical tools and processes of 
creation encountered and employed in this study in order to provide context for under-
standing the analysis of the creative practice in Chapter 4. My process as a performance 
maker is based on a creative development model that relies on iterative cycles of research, 
making, showing, and reflecting (see FIGURE 2). Each of these cycles begin with a period 
of research and the gathering of stimulus material. This material is then explored in a 
laboratory environment in order to generate performance material that is shown publicly. 
A period of reflection and evaluation is then undertaken, focused on work generated and 
the creative processes employed.
This model brooks frequent interruptions in the form of provocations from peers 
and mentors, self-directed criticism, and issues arising from the dynamic nature of rela-
tionships between collaborators. Encountering these interruptions often provides further 
foci for reflection and evaluation, with the methods of performance generation that I 
employ from the fields of physical theatre and dance encouraging the incorporation of 
these into the fabric of the work itself. 
This methodology was one that I employed for a long time prior to this study, 
and is the result of sustained collaboration with artists and companies with common 
experiences of creating theatre in Australia. Many of the specific methods of performance 
making employed in the project were familiar to participants in this study, but although 
this model is ubiquitous in the Australian context, it turned out to be quite alien to my 
Korean collaborators and stakeholders. The effect of this finding on the study is explored 
in greater detail in Chapter 4 (see p. 93).
Many components of the model outlined in FIGURE 2 do not require detailed 
explanation here, and are further illuminated in the reporting and analysis of the creative 
practice in Chapter 4. I will however take pause to provide context for some of the more 
specialist terms, as well as outlining the specific ways that reflective practice has formed 
part of the research methodology of this study.
2 .3 .1 Source-work, Viewpoints, and Composition
The creative development model outlined above relies on practical tools and techniques 
for the structuring and manipulation of space, time, energy, and content in theatrical 
contexts. One of the primary tools used during the Deluge project was the Viewpoints, a 
“set of names given to certain basic principles of movement” (1995, p. 20) as employed 
RESEARCH: Source-work
Research Material
Academic Literature
Current Events
Historical Concerns
Other works and practitioners
Stimulus material
Music
Video
Visual artworks
Poetry
MAKING: Laboratory
Generation of performance material
Manipulation of Source-work
Performative Experiments
Improvisation using the Viewpoints
Composition tasks
Rehearsal of performance outcome
Drawing on embodied experiences, and video and 
documentation to collate and edit generated performance 
material
Encountering interruptions
Diverting and reflecting in the moment
Establishing interventions
SHOWING: Per formance
Encountering an audience
Recording documentation
Video
Photography
REFLECTING: Evaluation
Researcher and participant’s journals
Team debriefing
Exit interviews with participants
External feedback and criticism
FIGURE 2 Creative development cycle structure
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by American director Anne Bogart, and developed by her SITI Company as a philosophy 
“translated into a technique” for training performers and generating movement. Another 
of these tools is Composition, a task-based method of creating performance that relies 
on the Viewpoints as its working vocabulary, and involves the gathering and manipula-
tion research materials, called Source-work by Bogart, through activities done “to get in 
touch — both intellectually and emotionally, both individually and collectively” with the 
themes and topics with which the group is working1 (p. 17).
The process of gathering and manipulating Source-work was ongoing throughout 
and in-between each creative development cycle as new ideas were encountered and chal-
lenges were met. The Source-work employed during the Deluge project included not only 
creative stimulus material (music, visual images, and poetry), but contextual material 
in the form of reviews of the work of other artists that are thematically and aesthetically 
connected to my practice. This Source-work also included periods of literature review 
that provided context for the performance practices we were working with, and the trans-
culturally collaborative environment in which we were working.
Although my collaborators come from a variety of cultural and practical back-
grounds, each has had an experience of training in the Viewpoints and Composition, and 
the development of the Deluge project greatly benefited from the shared vocabulary and 
working practices that this experience provided.
2 .3 .2 Reflective Practice
As it became apparent that the importance of the interaction between the personal and 
professional relationships of the participants was central to this study, a sustained focus 
on the development of more effective reflective practice techniques started to emerge. By 
Cycle 5, this had progressed to the stage that not only was I engaging in formal reflective 
techniques as a researcher, but I had come to require that my collaborators employ them 
as well.
Much of the literature surrounding reflective practice has grown out of health 
and community services, especially in the field of nursing and midwifery, and draws on 
the early work of John Dewey (1933), and more recently Schön (1983) to heighten the 
1 Throughout this report, I have maintained Landau (1995) and Bogart’s (2005) capitalisation of the terms 
Viewpoints, Composition and Source-work to differentiate them from conventional uses of these words.
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Pictured (L-R): Ellen Rijs, Tak Hoyoung
awareness of issues regarding theory and practice (Graham, 1995, p. 28). Boud (2001, 
p. 10) writes that the act of reflection engages with the “unprocessed, raw material of 
experience” in order for the practitioner to “make sense of what has occurred”, with Johns 
(2013, p. 1) characterising it as a “reflexive process of self-inquiry and transformation”. 
Johns imagines reflective practice as a journey: a movement from “knowing your place” 
toward “being in place” (p. 15). The first of these locations being one where the individual 
is “determined and controlled by more powerful others”, with the second being a place 
where “desirable and effective practice” can be realised (Johns, 2013). Ghaye (2010, p. 1) 
encourages researchers to contemplate the ways that reflective practice can in and of itself 
enhance “human flourishing”, suggesting that this includes resilience and the ability to be 
“more open-minded, have more creative thoughts, [and] enjoy better relationships with 
others”. An individual with the capacity for these qualities and standards could be seen to 
be successfully demonstrating the sixth of Slimbach’s (2005, p. 207) transcultural compe-
tencies — that of “affective development”: “empathy, inquisitiveness, initiative, flexibility, 
humility, sincerity, gentleness, justice, and joy”. As will be seen in Chapter 4 (see p. 50), 
Slimbach’s six transcultural competencies have proved useful not only as tools for reflec-
tion, but in the shaping of the collaborative environment of the Deluge project.
As well as existing on a medium to long term (a macro scale), reflective practices 
were built into the way that investigations were undertaken moment-to-moment (a micro 
scale) in the studio. This is a performance-making methodology influenced by my expo-
sure to Body Weather practice (see p. 26), as well as my early research into processes 
associated with Authentic Movement, or AM (see Dillenbeck & Hammond-Meiers, 2009; 
Koch & Fischman, 2011; Koch, Fuchs, Summa, & Muller, 2012; Riley, 2004). Encouraging 
participants to continually reflect on their experiences and respond to witnessing the 
experiences of others helps to generate an interrogative space where embodied knowl-
edge is able to be summarised intellectually, theorised by the group, and iterated as a 
series of further embodied experiences. This respond and reflect cycle has become a core 
pedagogical tool in the teaching of processes for the collaborative devising of physical 
theatre undertaken by myself in partnership with Mark Radvan in QUT’s drama depart-
ment since 2012.
Graham’s (1995) suggestion that reflective practice helps to make sense of the 
non-rational is especially relevant to the journey of a practice-led researcher whose 
attempts to capture their work in a scholarly fashion is a “complex act of life […] embed-
ded in unknowingness, impossibility and time” (2014, p. 294). Bacon (2014, p. 1) writes 
that reflective practice is a bridge, inviting the “practitioner’s crossing between the crea-
tive artefact and the exegesis”, with the act of journalling particularly suited to the cyclical 
nature of creative development as it “stimulates the exegesis, stimulates the creation in the 
research, and vice versa” (p. 4).
As this study progressed, and the importance of negotiating and maintaining 
the personal relationships of its participants became clear, tools such as the keeping of 
a journal and the convening of reflective conversations and semi-structured interviews 
between participants and myself became increasingly important. My creative practice 
strives toward the transcultural ideal of modelling collaborative social policy through the 
methods of art production (Fischer-Lichte, 2009), and Rahman’s (1990, p. 313) insistence 
that structural change and social development is secondary to the liberation of the mind 
that occurs as a result of self-development is important in realising this, as is the notion 
that reflection is a “process in which self-understanding develops as action is taken and 
reviewed”.
Fleishman (2012, p. 28) has described performance as research as “a series of 
embodied repetitions in time, on both micro (bodies, movements, sounds, improvisa-
tions, moments) and macro (events, productions, projects, installations) levels, in search 
of difference”. In this way, the creative development model outlined in this chapter is 
especially suited not only as a means by which creative content can be generated, but as 
a practice-led research methodology in and of itself, as it requires work to be developed 
over long time-scales, its structure is modular and iterative, and periods of reflection and 
evaluation are inherent in the working process — both on macro and micro scales.
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2 .4 Participant Summary and Data 
Gathering
This report analyses five distinct cycles of enquiry which saw me work with a range 
of collaborators as participants engaged in a process of practical experimentation in a 
semi-structured, laboratory-style setting. These collaborators participated in a range of 
training exercises and performance experiments, as well as in the generation of material 
for the public performance of Deluge. The overall participant pool of the study numbers 
15 people, made up of artists from Australia and Korea, and the demographic of partici-
pants in each cycle has fluctuated in response to the focus of each cycle2. What follows is 
a list of the methods of data capture variously employed during this study:
2 .4 .1 Journalling and Note-Taking
I maintained a series of director’s notebooks corresponding to each cycle of creative prac-
tice, using them both as a guide to planning, and aide-mémoire. These notebooks were 
also the primary location of my practice of reflective journalling. Boud (2001, p. 9) pre-
sents journal writing as a form of reflective practice: “a device for working with events 
and experiences in order to extract meaning from them”. Ghaye (2010, pp. 4-5) encour-
ages practitioners to construct dialogue by utilising questions that engage in “appreciative 
reflection and appreciative action”, the premise being that “deficit-phrased questions” will 
seed “deficit-based conversations”, which will result in a spiralling cycle of negative action. 
The suggestion here is that reflection should follow a constructive path of appreciation → 
imagination → design → action:
What is successful right now?     (Appreciate)
What do we need to change to make a better future?  (Imagine)
How do we do this?       (Design)
Who takes action and with what consequences?   (Act)
(after Ghaye, 2010, p. 5)
As Bacon (2014) notes, journalling is “more than an instrument of whimsical entry”. For 
the researcher, it is a flexible personal and scholarly tool that “informs the mapping of 
2 A full list of participants and stakeholders in the various cycles has been included in the Appendix at p. 127.
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self and research”. The maintenance of a journal allowed me to frame interviews and 
discussions held with participants, as well as assisting me in understanding my journey 
as a creative practitioner over the life of the study. Beginning with Cycle 4, rather than 
journalling in a free-form manner, I based my reflections on a series of questions adapted 
from a template that I received from my associate supervisor Cheryl Stock (see below). 
Elements of Ghaye’s schema can be identified in these questions, focussing as they do on 
the reflection of action in order to take action — a hallmark of reflective practice cham-
pioned by Schön (1983).
What progress did I make today?    (Appreciate)
Is my practice meeting my expectations?   (Appreciate, Imagine)
What is working well?     (Appreciate, Design)
What is causing concern? Are there any difficulties?  (Identify Deficits)
What did I learn from today?     (Appreciate)
What am I doing differently from my established 
 way of working?     (Imagine)
What are my priorities for tomorrow?   (Imagine, Act)
This methodological approach further developed in Cycle 5 to the point where I encour-
aged all participants to complete these journal questions prior to the end of each session.
2 .4 .2 Interviews
As well as participating in reflective dialogue and discussion throughout the process, 
participants were invited to participate in a series of semi-structured interviews. Ayres 
(2008, p. 811) defines a semi-structured interview as one in which the researcher’s ques-
tioning follows a “series of predetermined but open-ended questions”. Galletta (2013, p. 
45) writes that the researcher is able to obtain data using the semi-structured interview 
that is “grounded in the experience of the participant”, as well as data which is “guided by 
existing constructs in the particular discipline” in which the research is being conducted. 
My dual positioning as director and researcher in this study allowed me to formulate 
an approach to the questioning of participants which drew on the individual and group 
reflections that happened during the undertaking of the creative practice, which led to a 
“clear [connection of the interviews] to the purpose of the research”. The analysis of this 
data was undertaken using the NVivo software package, which made possible the identi-
fication of trends through keyword searches, as well as the manual coding of themes that 
ran through participant responses. This analysis followed Galletta’s (2013, p. 151) three-
part interpretive protocol:
Analysis: breaking down data into thematic codes
Synthesis: drawing related codes into categories
Movement toward conceptualising meaning: exploring thematic relation-
ships in response to research question
(Galletta, 2013, p. 151)
I also employed diagrammatic representations to synthesise my own reflections with 
those of the participants in order to help “work toward conceptualizing relationships and 
meaning” (Galletta, 2013, p. 151) across the key themes of my analysis.
2 .4 .3 Video Footage
Certain portions of the laboratory sessions, rehearsals, and public performance outcomes 
were captured on video. This was done in order to help facilitate reflection, and provide 
an aid with which to edit the performance material generated in collaboration with the 
participants to craft the performance outcome.
2 .5 Ethical Statement
This project was assessed and cleared by the QUT Ethics Committee as containing low risk 
to human participants (QUT Ethics Approval numbers 1200000309 and 1400000496), 
due to the fact that participants were not expected to engage in activities that lay outside 
of their existing professional practices or day-to-day life. This project did not employ 
research methods that would raise ethical concerns, or place participants in ethically 
dubious situations. As with the development and presentation of any work of physical 
theatre, the risk of injury being sustained in rehearsal, or during a performance was pres-
ent. In order to mitigate this risk, performers were asked to disclose any existing injuries 
or health concerns affecting their ability to perform, and steps were taken to modify exer-
cises accordingly. Ausdance Safe Dance practices were also followed. Safe Dance has been 
developed by health professionals as Australia’s dance industry standard and is approved 
nationally and internationally by educational and dance institutions (Ausdance, 2012).
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2 .6 Conclusion
Embedding reflective practice as a tool of performance creation through creative devel-
opment has enriched my practice-led methodology, and it will be shown in Chapter 4 to 
have enhanced the collaborative environment, and enriched the lives and creative prac-
tices of my collaborators. It has not been tenable for me to assume the objective role of a 
researcher, as the nature of both my creative practice and research methodology is per-
sonal, and subject to the health of the relationships that I maintain with my collaborators.
This document reflects my struggle to attempt to conform to the expectations and 
conditions of a research degree, whilst adequately representing the messy, illogical way 
that knowledge was formed and reformed throughout the life of the study, and through-
out the development of Deluge.
PHOTO 10 Doppelgängers in rehearsal - Deluge Cycle 5. Photo: FenLan Chuang (2014)
Pictured (L-R): Park Younghee, Kwon Youngho
3.1 Locating my Practice . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 21
3.2 Butoh’s Historical Contexts . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 23
3.3 Shamanism and Korean Performance Practices and 
 Forms of Cultural Expression . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 28
3.4 Creating Across Cultures . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 34
3.5 Conclusion . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 39
 Ushering, or making a space
3  CONTEXTUAL REVIEW
3 Contextual Review
3 .1 Locating my Practice
As far back as 2001, Gilbert (2001, p. 7) described Brisbane as a popular destination for 
performers in Australia who wish to gain training and experience in styles of performance 
that originate in Japan. Ozfrank1 and Zen Zen Zo Physical Theatre have both operated in 
this environment since the early 90s, each built upon a foundation of actor training that 
traces a lineage aesthetically and methodologically back to Suzuki Tadashi and his com-
pany at Toga (SCOT); a force which Gilbert and Lo (Gilbert & Lo, 2009, p. 154) identifies 
as one of the “most influential of all recent Asian theatrical imports into Australia.”
My interest in physical theatre stemmed initially from my contact with Zen Zen 
Zo as an undergraduate student at Queensland University of Technology, and I first joined 
that company’s weekly Physical Actor Training classes in 2005. I engaged with Zen Zen 
Zo intermittently over next few years, including participating in their 6-month internship 
program in 2008 and I worked on several productions for the company as a performer 
and sound designer. I travelled with a group of fellow interns and company members to 
Japan in 2008 to undertake residency-based butoh training programs with Dairakudakan 
Temputenshiki and Semimaru, a senior performer of Amagatsu Ushio’s company Sankai 
Juku. These experiences led to the development of some of my earliest independent per-
formance works - Sketches of Blood (2008, 2010) and The Oak’s Bride (2010) in collabora-
tion with Ellen Rijs and Polly Sara, under the banner of Red Moon Rising, a company that 
we formed to operate within the butoh aesthetic as we then understood it.
As my research gained traction and I started to move past these initial flirtations 
with butoh, my practice shifted towards creating work that directly engaged with partici-
pants from diverse cultural and linguistic groups. I also became aware of the importance 
of working on what Slimbach (2005, p. 206) terms “perspective consciousness”, or the 
ability to “question constantly the source of one’s cultural assumptions and ethical judg-
ments, leading to the habit of seeing things through the minds and hearts of others”. This 
made it necessary to audit the contexts in which physical theatre had developed as a 
mode of artistic expression in Australia, and the way that butoh in particular sits within 
this field. Emerging throughout this review is a story of Asia as a site of inspiration for 
Australian artists and a body of discourse surrounding the sociopolitical implications of 
this narrative.
1 Formerly known as Frank Theatre AAPT (Austral Asian Performance Ensemble).
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3 .1 .1 The Australian Physical Theatre Landscape
Eckersall (2004, p. 12) has written that the 1960s has been “mythologized and critically 
interrogated” as the period during which a uniquely Australian theatre began to emerge, 
with the “consideration of identity” as its driving force ever since. Eckersall also describes 
the Australian milieu as “young and vibrant” (p. 26), drawing from a diverse range of cul-
tures; putting Australian artists in a unique position to “excel at intercultural negotiations 
and artistic exchange”, with Gilbert and Lo (2009, p. 84) identifying Asian performing 
traditions as particular sites of interest in these middle decades of the twentieth century.
Carroll and Gantner (2012), write that in the decades leading up to the 2010s, 
Australia “become known for its strength in various physical theatre forms” (p. 15), 
with Eckersall (2004, p. 34) going as far as to suggest that the use of the term “physical 
theatre” is almost uniquely Australian and has arisen out of the continuous debate on 
physicality in performance that has existed since the 1960s. David Pledger (in Jackson, 
Pledger, Ulfan, & Eckersall, 2002, p. 16) has described the rise of physical theatre practice 
in Australia as evolving from local incarnations of dance theatre in the 1970s, inspired by 
the work of international artists such as Pina Bausch. Pledger believes however that rather 
than replicating the processes and style of dance theatre, physical theatre in Australia is 
best described as a “theatre of representations — theatrical representations through phys-
icalised means, with a primacy of meaning being physicalisation as opposed to verbali-
sation”. Nevertheless, in the early 90s Marshall (1992, p. 5) warned that renewed interest 
in the body as the site for performance should not be undertaken as an attempt to “avoid 
the pitfalls of politics or logocentric thinking” and that “despite its apparent solidity and 
bulk, the body constantly eludes any analysis which is free of culture” (p. 4). Marshall also 
noted that throughout the 1980s, Australian artists seeking new skills in physical theatre 
started to bypass the well established training destinations of Europe, such as Grotowski’s 
laboratory in Poland, in favour of travelling to Japan (p. 5).
Carroll and Gantner (2012, p. 4) propose that there are inherent benefits in work-
ing with arts practitioners from other cultures, and that Asian performance traditions in 
particular are sites of diversity that enrich Australia’s “largely Western derived practice”. 
They state that by “learning to understand” the “performance styles and traditions” of our 
Asian contemporaries, we can gain “an individual insight into how humans model and 
resolve their world”. They write however that the exporting of Australian cultural prod-
ucts to Asia should no more be seen as “soft-diplomacy” than products that seek airing in 
European (in their example, Parisian) contexts, and that this mindset gives in to the view 
that Asian destinations for artists have no inherent cogency. They do however stop short 
of calling these views racist, settling instead on labelling them as ignorant.
For Carroll and Gantner (2012, p. 2), at the heart of Australia’s need to foster a 
broad base for its political and economic relationship with the Asian region is a sense of 
cultural engagement, and that “it is the ‘people-to-people’ links” that give this relation-
ship “resilience, depth, and understanding”. In order to pursue this kind of engagement, 
there is a need for a certain level of proactivity in order to breach not only the physical 
distance between the regions, but perceptions of Australia as “little more than a quarry or 
an unfenced zoo” (p. 3). Eckersall (2004) has offered examples of this kind of proactivity 
in projects that avoid the “pitfalls of past ‘trendy’ intercultural activities” by working on 
longer time scales, thoroughly negotiating the direction of the project, and discussing the 
limits and capacities of the team and the project overall (p. 43).
Among those forms brought back to Australia from Japan in the 1990s were 
Suzuki’s actor training and aesthetics, along with the butoh practices of companies such as 
Tanaka Min’s Maijuku and Akaji Maro’s Dairakudakan (Eckersall, 2004, p. 35). Eckersall 
posits that one of the fundamental reasons that these forms left a heavy impression on 
“new wave performance” in Australia from the 1980s into at least the early 2000s is that 
both of these genres are seen to have a “basic appeal” and an “apparent ease of trans-
ference”. It is Eckersall’s opinion that they respond to a perceived need for Australian 
theatre culture to “develop and expand on physical vocabularies” and a sense of space and 
body-centric design (p. 34). Eckersall goes on to problematise these exchanges of artistic 
forms between Australia and Japan where training methods and styles are transplanted 
into a Western context, by noting a trend towards an absence of engagement with their 
relevant historical and cultural contexts, which leads to a projection of “neo-feudal and 
essentialist power relations” (p. 38). As evidence of this, Eckersall cites the popularisation 
of training systems that reinforce master-disciple relationships especially prevalent in the 
training of younger performers who accept such modes of transmission without question 
and who are susceptible to viewing performance training as “akin to religious training, or 
guru worship”. Eckersall views these authoritarian forms of leadership in Japanese theatre 
groups as a product of complex and “interlocking networks of responsibility” inherent in 
Japanese society, and writes that the desire to replicate them without critical analysis in 
Australia is “naive and undesirable”, and can reinforce some of the “most visib[ly] stereo-
typed power related images of Japan” (2004, p. 38).
Perhaps in no place are these kinds of criticism seen more strongly articulated 
than in the examination of the practices of Australian artists who employ butoh as an 
aesthetic driver of their work, especially in cases in which, as Gilbert and Lo (2009, p. 
165) term it, the “legacy of modernist orientalism” manifests itself as unacknowledged 
orientalist intertexts. Gilbert and Lo suggest that one of the ways in which to attempt to 
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redress this is to work on attempting to understand “the connections between various 
disciplinary histories of the Orient and the ways in which such connections are mapped 
and/or resisted by the performing body.”
3 .2 Butoh’s Historical Contexts
At the beginning of this study, butoh was the performance form in which I had the most 
training and experience, and I considered it primary among my offerings as a collabora-
tor in the initial cycles of the Deluge project. The following section constitutes a survey 
of the literature surrounding butoh and its interaction with the West in order to pro-
vide context for later discussions around creative practices in culturally and linguistically 
diverse environments.
Stein (1986, p. 110) writes that the term butoh has been used in Japan throughout 
history to describe many different phenomena, from dance in general, through “ancient 
dance” and ballroom dance. In the late 1950s, contemporary dancer Hijikata Tatsumi 
coined the phrase ankoku butoh to describe what was emerging as a personal style, a 
“dance of darkness” (p. 111), a revolution aimed at shaking off historical, cultural con-
straints on the human body (Sanders, 1988, p. 152) in order to reveal the “dance already 
happening in the body” (Fraleigh & Nakamura, 2006, p. 1).
The earliest public work of butoh was the 1959 performance of Kinjiki (Riley, 
2004, p. 451), a collaboration between Hijikata and Ohno Kazuo, performed by Hijikata, 
and Ohno’s child Yoshito (Hornblow, 2006, p. 28). Although the work takes its title from 
the 1951 novel by Mishima Yukio, the work was most heavily influenced by Genet’s Our 
Lady of the Flowers (Hornblow, 2006; Yuda & Kuniyoshi, 2006). Known in English as 
Forbidden Colours, the performance was scandalous both on account of its violent homo-
eroticism, and its choreography that parodied traditional Japanese dance (Hornblow, 
2006, p. 28). It required a live hen to be strangled between Ohno Yoshito’s thighs (Yuda & 
Kuniyoshi, 2006, p. 2). This work earned Hijikata expulsion from the All-Japan Art Dance 
Association with some accounts detailing audience members “fleeing from the hall” and 
members of the Association threatening resignation should any such work be exhibited 
in the future (Boyce-Wilkinson, 2001 ch. 2). Baird (2012, p. 15) however calls into ques-
tion many of the current descriptions of the piece, characterising them as “distort[ing] 
it badly”. Baird agrees that the work was shocking in its sexuality, but that it was most 
effective because of the ways that it made the audience work: by breaking with common 
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practice by eschewing program notes, and only allowing Hijikata’s body to be seen clearly 
twice, with the audience left to “listen intently to the sound of footfalls in the near dark, 
and peer into the darkness to try to infer what was happening” (p. 22).
According to Sanders (1988, p. 152), the hallmarks of Hijikata’s ankoku butoh were 
its “stillness, eroticism, intensity, facial disfigurement, and gestural distortion”. Fraleigh 
and Nakamura (2006, p. 1) write that this has often been interpreted as “postatomic spec-
tacle”, a response to Hijikata’s memories of the aftermath of World War II. They are how-
ever quick to paint this notion of butoh being a physicalisation of the atrocities of war as 
being overly simplistic. Alternative interpretations of the early origins of butoh include 
those that acknowledge Hijikata’s struggle against the Western forms of classical and con-
temporary dance that had become so popular in Japan by the middle of the twentieth 
century (Sanders, 1988, p. 152). Baird (2012, p. 15) writes that in fact, Hijikata’s earliest 
experiments exhibited none of the “characteristic white body paint, nor achingly intense 
and precise choreography” that were to become “staples of the butoh aesthetic”.
Although emerging out of Japan’s contemporary dance scene (Stein, 1986, p. 
110), Fraleigh (2010, p. 1) documents butoh’s international assimilation, advocating for 
description of the form as “a borderless art for a borderless century”. Butoh quickly devel-
oped its own “standards of technical competence” (Baird, 2012, p. 6), not tied completely 
to the body’s physical existence, but including many techniques that cultivated the body-
mind, with Hijikata particularly obsessed with the ways in which the magical realists 
were “feverishly developing for [the] world outside the theater” (p. 8).
What emerges throughout the literature on butoh and its related practices such 
as Body Weather are contested interpretations of their cultural and historical underpin-
nings, and without attempting to unpack these factors it is hard to fathom how they are 
to be understood in an Australian context.
3 .2 .1 The Cultural Politics of Butoh
In the English-language discourse on butoh, Roquet (2004, p. 19) has identified a ten-
sion as existing between those authors who view the form as essentially Japanese, and 
those who, as Marshall (2006, p. 65) describes, see it as a “universal and non-specific 
aesthetic”. The reading of butoh through a lens of Japanese cultural specificity is prevalent 
in Western descriptions of the form, with authors such as Laage (1994) going as far as 
suggest that the aesthetic of butoh is based on a generalisation of the Japanese physique. 
Others mark parallels between butoh and traditional Japanese performance crafts such as 
noh and kabuki (Sanders, 1988; Stein, 1986) and the extreme representational physicality 
of ukio-e woodcuts of the eighteenth century (Fraleigh, 2010, p. 18).
The connections between butoh and traditional Japanese forms of cultural expres-
sion however are not always made wholly on aesthetic lines, with Sanders (1988, p. 155) 
identifying the concept of “transcendence of the body” as being stressed throughout 
the history of classical Japanese dance. As Stock (2005, p. 2) notes: perceptions of time 
and space are not common to all cultures, but are shaped by differing philosophies and 
world views. This is seen explicitly in Pilgrim’s (1986, p. 258) descriptions of the writings 
of Zeami Motokiyo, the founder of noh, who writes that the “moments of ‘no-action’ 
(senu tokoro) are the most enjoyable […] the actions before and after an interval (hima) 
of “no-action” must be linked by entering the state of mindlessness (mushin) in which 
one conceals even from one self one’s intent”. This fascination with the inner-self, and 
with capturing the most subtle sensations and slightest movements is seen by Amagasaki 
(1996, p. 30) as a clear connection between butoh and noh, which often results in a shared 
vocabulary of movement in extremely slow tempos. Although the influences of Japanese 
culture and philosophy on butoh is well established, the first wave of butoh artists “did not 
try to faithfully replicate traditional forms” (Baird, 2012, p. 5). There is however a ten-
dency among Western commentators to exoticise the form (Roquet, 2004, p. 19), which is 
especially noticeable in early English-language descriptions of butoh such as this by Stein 
in 1986:
The work of these Japanese artists is so thorough and so “Japanese” that 
Westerners sense a searing honesty. People rarely question the validity of 
butoh; they accept both the grotesque and the lyrical images. Because butoh 
is so obviously demanding, spectators who may not like it — who may even 
feel uncomfortable confronting such intensity still respect the experimenta-
tion and the performance skills required.
(Stein, 1986, p. 112)
Conversely there exists the perception that butoh reveals, or embodies something of the 
“universal” (Ortiz, 2007, p. 8), that the stripped and painted bodies that are common to 
many works of butoh have the potential to communicate outside of the realm of language, 
reflecting an imagined “universal nature” of the human form (G. Taylor, 2010, p. 78). 
However, the written and spoken word has always been an important part of the way that 
butoh is generated (Boyce-Wilkinson, 2001; Nanako, 2000) and as Marshall (1992, p. 4) 
has observed, the body is elusive of analyses which strive to work outside of the constraints 
of culture: “language covers the body, obscuring it from view”. Elsewhere, Marshall (2001, 
p. 3) has identified the colonial divides of East and West as not only coming into play 
whilst viewing butoh, but being a part of the fabric of the form. In Marshall’s view, early 
butoh mimicked, critiqued and celebrated “the construction of Oriental Otherness’ in an 
24
act of self-annihilating self-definition”. Marshall goes on to write that, butoh “constitutes 
an intervention and reflection upon the problematic cultural position of the Japanese 
subject in the second half of the twentieth century”.
3 .2 .2 A Conversation Between East and West
Fraleigh and Nakamura (2006, p. 13) assert that the aesthetic of butoh loops historically 
from Japan to the West, and then back to Japan through a process of appropriation and 
transformation. Marshall (2001, p. 3) similarly notes that early butoh dancers attempted 
to “dramatise the self-alienation of post-war Japanese experience” by “forcing into the 
body” dialectic conflicts between “West/East, modern/pre-modern, masculine/feminine, 
strong/weak”. Sanders (1988, p. 155) sees in this the potential for butoh to be at once 
personal and universal, an ambiguity that reverberates through discussions on its ori-
gins (see Roquet, 2004, p. 14). Fraleigh (2010) goes to great lengths to paint the story of 
the rise of butoh as not only the oft-cited, local response to the apocalyptic conclusion 
to the Second World War in Japan (Hamera, 1990; Marshall, 1992; Nanako, 2000), but 
as a physicalisation of surrealism with a unique ability to adapt to new ethnicities and 
circumstances. Fraleigh asserts that butoh is tolerant and inclusive (p. 2) with a basis in 
somatic, “shamanic” principles that emphasise metamorphic change over the marking of 
race or ethnicity (p. 11). Both Ohno and Hijikata had exposure to German expressionism 
through their teachers and collaborators (Stein, 1986), and Fraleigh (2010) draws paral-
lels between their work and later, that of Pina Baush’s Tanztheatre as reviving expression-
ism’s “raw, gestural and sometimes grotesque nature” with the divergence between the 
two being what Fraleigh sees as butoh’s release of any “narrative or symbolic tendencies” 
(p. 26). Fraleigh does however draw even closer connections between butoh and the sur-
realist movement, identifying the morphology of the form as deriving directly from its 
“nondualistic mien”, with an “eroticism that is close to nature” (p. 47).
The reach into subconscious life, the unconscious body, and metamorphic 
methods are also important in butoh fusions. These matters are beyond 
ethnicity; yet the model for them is Hijikata. We are beginning to see that 
[Hijikata] carries a nativist/shamanist Japanese sensibility towards the 
unconscious in [Hijikata’s] dance and that [Hijikata’s] stylistic manner and 
inspiration come from surrealism, especially Genet and Artaud.
(Fraleigh, 2010, p. 27)
Kurihara Nanako (2000, p. 17) highlights the naivety of conceiving of butoh as being 
essentially Japanese in its origins and development. Whilst the horrors of war were ever 
present in the psyche of Hijikata, primary influences were the writings of Arthur Rimbaud 
and Comte de Lautréamont; Jean Genet’s rejection of society and the construction of a 
paradoxical ethos where “poverty became a virtue” and “lice were emblems of prosperity”. 
Riley (2004, p. 450) summarises these complex and varied influences on butoh as contrib-
uting to the ideal of a dancer who forms a “mere body”, or, “only a body, in order to bypass 
a culturally-constructed brain which limits that body”. This is, in Riley’s opinion, is “a 
concept of a body at odds” wrapped up in the “bodymind gestalt” described by Descartes.
Butoh has been described as developing along what may be described as an inher-
ently transcultural fashion (Amagasaki, 1996; Fraleigh, 2010; Marshall, 2001), a process 
that Onghena (2008, p. 183) describes as giving rise to “new, composite and complex” 
realities that are “no mechanical mixture of characters, nor mosaic, but instead a new, 
original and independent phenomenon”.
3 .2 .3 Butoh in the Australian Context
Gilbert (2001, p. 2) describes butoh as having been at various points a subject for exper-
imentation amongst the “Australian avant-garde”. Tanaka Min’s Maijuku was one of the 
first contemporary Japanese performance groups to visit Australia during the 1982 Sydney 
Biennale (Eckersall, 2004, p. 29; Marshall, 2006, p. 56), and although their performance 
style was distinctively improvisational and at odds with other, highly choreographed 
forms of butoh — what was to become popular in Australia were the more “convention-
ally inscribed set of aesthetic practices” demonstrated by later visits by groups such as 
Dairakudakan and Sankai Juku.
As butoh started to infiltrate the artistic landscape of Australia in the early 1990s, 
warnings were sounded against using it as a “mysterious foreign spice thrown into Western 
theatre in order to give it a new and dynamic flavour” (Marshall, 1992, p. 6). Despite this, 
butoh has continued to be presented in Australia as an expression of humanity’s most 
“primitive” roots, by companies that display “fairly superficial philosophical engagement 
with the cultural contexts” which gave rise to the form (Gilbert, 2001, p. 5).
Eckersall (2004, p. 28) writes that the “notion of Japan” in Australia has become 
“performative and liquid” due to the rise of these kinds of aesthetic depictions and appro-
priations in popular culture. The fetishisation of Japanese philosophy and spiritual prac-
tices, and hyper-real reconstructions have rendered the subtleties of Japanese culture, 
history and interactions with Australia invisible (p. 28). Eckersall asserts that the popu-
larity of contemporary Japanese performance such as butoh in the West may be a con-
tributing factor to Japan’s invisibility. Eckersall writes that what is often displayed in the 
West is “extreme physicality, dynamically bold, and consciously exotic aesthetic design, 
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a frenetic energy contrasting with a Zen-like stillness, and an ironic play with the images 
and symbols of Ancient Japan” (p. 34). The reinforcement of the “oriental other” in these 
works arises out of their exhibition in contexts that are not supported by a “comprehen-
sive knowledge of Japanese culture” or their “location in a historical continuum”. Butoh 
is often highly abstract in its form and communication of content and this can, for a 
Western audience, be “tantalising in its opacity”. Eckersall also points out that the well 
established uses of nudity and sexual images have counter-cultural and subversive con-
texts in Japan that run the danger of being read through notions of “availability and erot-
ics” when subjected to the Western gaze. Elsewhere, Eckersall (2000, p. 145) has proposed 
that the overuse and orientalisation of butoh terminology has led to it being contested 
in Australia, with its “genealogy and stability as a modality of body performance” being 
“undermined especially with respect to radical and transgressive forms of experimenta-
tion”. This can be most clearly seen with the way that some Australian artists and compa-
nies offer training in the form, commonly advertising butoh as being concerned mostly 
with the extremity of physical language and its potential to deliver to actors the possibility 
of “high-octane performances” (Gilbert, 2001, p. 6).
3 .2 .4 Butoh Practitioners in Australia
The tendency towards orientalism has led to the perception of butoh in Australia as being 
“frequently exoticised” (Hadley, 2007a) by inexperienced artists looking to recreate a sur-
face-level, or aesthetic understanding of the form (Marshall, 2006). While this may be 
true, there are certain artists operating in Australian contexts that mindfully investigate 
the cultural and political ramifications of “transposing” a form created under specific con-
ditions in Japan onto bodies that exist in “the very different environmental and socio-po-
litical terrain of Australia” (G. Taylor, 2010, p. 73). Gretel Taylor is one of these, whose 
self-critique extends to examining their practice through the lens of feminist discourse, 
especially when it comes to working with the assumption that a butoh dancer can and 
must revert to a “neutral”, “universal”, or “empty body — which Taylor posits is “implicitly 
(if unconsciously) attempting to revert to a blueprint of a male body” (G. Taylor, 2010, 
p. 79). Taylor’s practice sits within the lineage of Tanaka Min, the protégé and self-pro-
claimed “legitimate son of Hijikata” (Marshall, 2006, p. 55). Tanaka founded the company 
Maijuku in the 1980s, developing Body Weather — a field of training and performance 
that draws on dance, sport and martial arts and works towards constructing a “conscious 
PHOTO 13 Fog body in rehearsal - Deluge Cycle 1. Photo: FenLan Chuang (2011)
Pictured: Ellen Rijs
relation devoid of any specific aesthetic” (de Quincey, 2010, p. 1). Body Weather adheres 
to one of Tanaka’s most recognisable statements: “I do not dance in the place; but I am the 
place” (Viala & Masson-Sekine, 1988, p. 158), pointing towards a focus on the landscape 
and the natural world in the images used to train the body and create work.
The most prominent Australian proponent of Body Weather is Tess de Quincey, 
who danced with Maijuku for nine years before relocating to Australia in 1991 (G. Taylor, 
2010, p. 73). De Quincey attempts vigorously to adapt the form to “Western thinking and 
the Western body” (de Quincey, 2010, p. 1). Stuart Grant has also joined de Quincey in 
deconstructing the postcolonial problematics of non-Indigenous artists attesting to com-
municate directly with land that is not their own. They claim to pose the question “how 
do I stand in Australia” in an attempt to “learn to live with the knowledge of and attempt 
to play some part in the stopping of the still continuing cultural genocide” on which 
Australia stands (de Quincey & Grant, 2006).
Yumi Umiumare is one of Australia’s most prolific butoh dancers, having per-
formed with Akaji Maro’s Dairakudakan for over ten years (Eckersall, 2000, p. 1). Yumi 
has been based in Melbourne since moving to Australia in 1993, creating work that inves-
tigates the layers of cultural inscription on not only their body, but the bodies of those 
around them (Roberts, 2005). Yumi both performs and subverts “Japaneseness” for an 
Australian audience (Hadley, 2007b, p. 1), and in collaborations with Tony Yap, creates 
tensions between “notions of interior and exterior forms of physical engagement, frac-
tured histories and cultures and a technologicalisation of the body that seems to emerge 
from an East-West hybridity” (Eckersall, 2000, p. 147). Eckersall sees Umiumare’s work as 
drawing attention to notions of Australian identity within the nation’s postcolonial space 
and the experience of “our continuing dislocation in the region”.
This review of the literature surrounding butoh reveals that not only are the his-
torical contexts and sociopolitical concerns of the form contested, but also is its status 
as a performance practice appropriate for participation by non-Japanese artists. Butoh 
isn’t however the only performance practice employed in this research project that is 
grounded in a specific cultural context. Collaborating directly with specialists in Korean 
performance practices and forms of cultural expression meant that deepening my under-
standing of their underlying historical and cultural contexts was necessary in order to 
facilitate the ongoing development of the Deluge project, and in order to communicate 
the ideas behind the work to Korean audiences and stakeholders.
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3 .3 Shamanism and Korean Performance 
Practices and Forms of Cultural 
Expression
As will be seen in Chapter 4, one of the key findings of the second cycle of creative practice 
was that a definite shift in the development of Deluge occurred once connections started 
to be drawn between the experiences of a performer and those of the mudang, or Korean 
shaman (see p. 64). In order to deepen my existing knowledge of these factors in light 
of our explorations during the laboratory, I undertook a period of contextual review that 
covered not only the ways that shamanism is defined in the Korean context, but how the 
culturally specific concepts of han, shinmyŏng, and salp’uri intersect with p’ansori and 
inform core aspects of Korean identity.
Kim Moon-hwan (1997b, p. 14) identifies the prototype for many performance 
forms indigenous to the Korean peninsula as existing in rituals undertaken throughout 
history as a means of communicating with and gaining the blessing of the spiritual world. 
Lee Yong-Shik (2004a, p. 1) describes shamanism as a collective term referring to the 
“folk magico-religious tradition” that employs rituals that intersect private, domestic, 
and communal life in Korea. At the centre of this tradition is the spiritual experience 
of the mudang, or shaman (p. 17) who, through their rites of metamorphosis, can be 
seen to symbolise an innate “human desire for transcendence” (T.-G. Kim, 1998, p. 21). 
These spiritual practices, styled variously in Korean as mu, mugyo, or musok, are widely 
regarded as indigenous to the peninsula, however Lee (2004a) explains that their lack 
of established organisation and written doctrine has often seen them marginalised at 
the expense of other “world religions” and philosophical structures such as Buddhism, 
Daoism, Confucianism, and Christianity.
Taking its base from the Tugun word saman, shamanism is a term that has been 
used since the seventeenth century to characterise the spiritual beliefs of the people of 
Siberia (Howard, 1998, p. 2; T.-G. Kim, 1998, p. 15). In the seminal and oft-cited work on 
the topic, Eliade (1964, p. 3) writes that by the beginning of the twentieth century the term 
‘shaman’ had been extended to designate any individual within a ‘primitive’ society pos-
sessing magico-religious power and was used interchangeably with ‘magician’, ‘sorcerer’ 
and ‘medicine man’. Although Kim Tae-gon (1998, pp. 16-17) acknowledges the existence 
of plurality in scholarly definitions of the practices and philosophies of shamanism, they 
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also identify an overall tendency to place conceptions of ecstasy at the heart of most clas-
sical definitions that also encompass trance, possession, altered states of consciousness, 
and journeys in which the soul of the practitioner leaves the body. As Howard (1998, p. 
7) points out however, even though similarities in certain worldwide spiritualities can 
be traced through their connection to ecstatic practices, this phenomenon is probably 
best classified as “indigenous manifestations of a potentially common experience”, which 
Howard sees as calling into doubt any definition of shamanism as a discrete religion and 
may even preclude the possibility of studying such practices cross-culturally.
By the twentieth century, shamanism had become a useful term for Western schol-
ars and missionaries to employ in classifying mugyo, those indigenous spiritual practices 
of Korea that did not obviously fit within what were understood as the boundaries of 
Buddhism, Confucianism, and Daoism (Howard, 1998; Y.-S. Lee, 2004a).
There does not seem to be consensus amongst historians and scholars regarding 
the specific origins of mugyo (Eliade, 1964, p. 462; Howard, 1998, p. 2) or even if the 
term ‘shaman’ is an appropriate one to apply to the mudang that keep this five thousand-
year-old tradition alive (Howard, 1998, p. 9; T.-G. Kim, 1998, p. 29; Y.-S. Lee, 2004a, p. 
1). Lee (2004b, p. 17) asserts that mugyo corresponds more to Gilbert Rouget’s distinc-
tion of shamanism as spiritual possession or visitation rather than Mircea Eliade’s classic 
1951 description of an “archaic technique of ecstasy” that facilitates a journey to “another 
world”. Howard (1998, p. 7) lends weight to this view by specifically stating that mudang 
do not go on such journeys. King (1983) however inverts Eliade’s shamanic journey by 
describing Korean mudang as bringing “the spirit or the ghost from Heaven to man” 
(1983, p. 46).
Missionaries from the West were amongst the earliest to draw parallels between 
mugyo and what was then known about the shamanic practices of Siberia (Howard, 1998, 
p. 4), and this became the basis for a scholarly tradition that traced the origins of mugyo 
back to the animistic belief systems brought out of Siberia by the peninsula’s earliest 
Bronze Age Settlers (Y.-S. Lee, 2004b, p. 18- 20). Attempts to uncover a clear root of mugyo 
are routinely challenged however, with some scholars arguing an alternative that situates 
mugyo as growing out of the indigenous Korean creation myth which features Tan’gun (
단군 / 檀君), the mythic progenitor of the Korean people (Y.-S. Lee, 2004b, p. 21). The 
earliest surviving written record of Tan’gun is from the thirteenth century, describing him 
as the progeny of Hwanung (환웅 / 桓雄), the son of the Ruler of Heaven, and Ungnyŏ (
웅녀 / 熊女), a bear that performed a ritual at the base of a sacred tree, at the summit of a 
sacred mountain, in order to be transformed into a woman (Grayson, 1997, p. 41).
Kim Tae-gon (1998, p. 22) points toward another clear distinction between mugyo 
and the Siberian tradition in that the very character of the spirits venerated by each of 
these traditions are manifestly different. Siberian spirits are generally perceived of as nat-
ural beings in the form of animals, whereas members of the Korean pantheon are always 
visualised as taking human form; they are physical, bodily manifestations of sun, moon, 
and stars, or more earthly elements such as rivers, oceans, and mountains.
Regardless of the specifics of its genesis, mugyo has formed an important part 
of Korean life for millennia and has all the while taken on practices, philosophies and 
deities of Buddhism, Daoism, and Confucianism that entered later through China (Y.-S. 
Lee, 2004b, pp. 17-18). As Howard (1998, p. 2) notes, the Korean terms that describe the 
various elements of mugyo: mudang (practitioner), muga (texts) and muŭishik (rituals), 
are derived from the same root; a fact that lends a “chimerical appearance of uniform-
ity and conformity” to the regionally diverse structures of belief that have evolved over 
an “unknown and long history”. Howard argues that it is similarly appropriate to use 
‘shamanism’ as an English rendering of the Korean terms, even though the classical defi-
nitions of shamanism do not adequately reflect the nuanced complexity of the Korean 
experience. Taking Howard’s comments into consideration, I will continue to use the 
term shamanism as a shorthand for mugyo and its constituent traditions, rituals, and 
forms of cultural expression.2
Lee Yong-Shik (2004a, p. 1) points to shamanism as playing a key role as the 
“carrier of traditional culture” in Korea, with Lee Bo-hyung (1997b, p. 53) describing its 
rituals as being undertaken historically as part of village life, where “everyday people” 
would perform much of the ceremony themselves under the guidance of the locals. These 
participatory events started to evolve as troupes of musicians and dancers emerged who 
specialised in the performance of the rituals. It was these troupes that brought what once 
were private conversations with local deities, out into the courtyards and marketplaces (p. 
54). Kim Moon-hwan (1997b, p. 14) considers the performative elements of these rituals 
as the “fountainhead” of Korea’s traditional performing arts, with Lee Yong-Shik (2004a, 
p. 1) describing them as giving rise to specifically codified forms of “drama, music, dance, 
myth, and epic poem”. Kim (1997b, p. 14) observes however that spiritual and perfor-
mance practices are often so interconnected in Korea that it is hard for them to be catego-
rised separately. This tightly woven relationship between forms of cultural expression and 
performance practices is not as common in the West, where ‘high art’ and ‘low art’ are 
often rendered as distinct, and Kim goes on to explain that while the rituals of shamanism 
may appear to Western audiences to be bound too closely to daily life to be classified as art, 
that these types of performative rituals are not unique to Korea, with many ‘pre-modern 
2 A longer discussion on spirituality in Korean history, including the status of 
shamanism in modern Korea has been included in the Appendix on p. 132.
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societies’ turning to ritual performance in order to “understand the workings of nature” 
at the same time as attempting to “live in harmony with the supernatural order thought to 
rule nature”. Kim continues by describing early Korean dance-dramas as being performed 
without any clear distinction between the entertainers and their audience (p. 24), a qual-
ity that is echoed in the modern staging of Korean shamanic rituals, often performed by 
mudang alongside dancers and amateur enthusiasts (see Van Zile, 1998).
The ecstatic, communal, post-ritual celebrations — considered to be the proto-
type for Korean performance — are often connected to Aristotle’s notion of catharsis 
(Freda, 1999 ¶ 31), described by Kim (1997b, p. 22) as being classically understood in the 
West as the “object of tragedy”. In this application, both ecstasy and catharsis refer to the 
necessity of escape and release, whether based on “a consciousness of the past” or on an 
“appreciation of tragedy”. According to Kim, traditional dance-dramas are embodiments 
of the three basic states of conflict, laughter, and joy (p. 24). In contrast to the Ancient 
Greek “conservative concept of fate”, they embody a version that is connected to history, 
a love of life and an investment in the positive nature of humanity. These comparisons 
between Korean performance tradition and the philosophy and mythologies of Ancient 
Greece are not uncommon, with King (1983, p. 32) likening the quality of Korean dance 
as Dionysian, in stark contrast to that of traditional Japanese dance, which they char-
acterise as displaying a restrained, “tightly controlled formalism” which King associates 
with the Apollonian order.
3 .3 .1 Shinmyŏng, Han, and the Ritualisation of Harmony
Clearly, the core of Korean shamanism is the ritualization of harmony, i.e., 
the harmony between the human beings and nature and between the prac-
tice of han and shinmyeong — the two national ethos of the Koreans.
(Y.-S. Lee, 2004b, p. 47)
Shinmyŏng (신명) signifies a mystical experience during which the spiritual world can 
be encountered, and it is Lee Yong-shik’s (2004b, p. 46) opinion that this is the most 
vital aspect of shamanism that has been appropriated by popular Korean culture. In 
the shamanic tradition, shinmyŏng is described as the literal possession of the body by 
gods (Chai, 1997, p. 150). In terms of Korean performance practices however it has been 
articulated as the “spiritual or psychological product of the struggle against destructive 
conditions and unjust realities of life” (p. 151), or the “experiential sentiment of being 
exhilarated, captivated, and excited” (Choi, 2007, p. 55) that accompanies “embodied and 
reflexive artistic experiences”. There is even evidence that shinmyŏng is itself a creative 
force, that the action and interaction of ritual performance encourages supplicants and 
audience members to effect change in their every day lives (Han, 2010).
King (1983, p. 53) writes that, in general, Korean dance manifests a “supremely 
ecstatic quality”, equating the dance of the mudang with the “paradigm of the soul, or 
spirit of Korea”. The catharsis of the shamanic ritual, or kut, is both symbolic and per-
formative. Through “liberating dance, spirit possession, and empathic, confrontational 
drama”, mudang act out a form of “living myth” which weaves together epic narrative 
with local and personal histories in concert with their community (Freda, 1999 ¶ 33). Lee 
(2004b, p. 46) argues that these two aspects of shinmyŏng — as both shamanic ecstasy, 
and an aesthetic experience of transcendence — have been employed by cultural activ-
ists who, through the revival of shamanic ritual “achieve not only a sense of communal 
solidarity but also gain the energy to struggle together against the exploitative class”. The 
thinly veiled overtones of nationalism contained in the rhetoric surrounding the discus-
sion of shinmyŏng and the closely related concept of han are however not lost on authors 
such as Lee (2004a) and Freda (1999).
This second understanding of shinmyŏng, that of an aesthetically transcendent 
experience, is the foundation of the process of salp’uri. Chai Hee-wan (1997, p. 150) writes 
that often, when Koreans are confronted with something that unfairly “hinders or harms” 
them, that they will say that they have been plagued by sal: a malevolent spirit, or bad luck 
that needs to be “resolved or repulsed in order for life to continue”. Salp’uri is described 
by Chai as a process which climaxes with shinmyŏng — the point where “super-human 
abilities are within the reach of ordinary people”, a “dynamic, transcendental state of emo-
tion”. The reverberation of this creative energy, this living spirit, is felt in all Korean dance 
and music; themselves preliminary steps to leading to this state of ecstasy. Salp’uri is also 
the term used for a specific dance form, whose name is roughly translated as “exorcis[ing] 
the evil influence” (King, 1983, p. 68); a dance of “symbolic spiritual cleansing” which 
enacts the dispersing of bad luck and repulsion of evil spirits as a means of “preserving 
and maintaining life” (Chai, 1997, p. 150). Van Zile (1998, p. 173) traces the basics of the 
dance form of salp’uri as it is seen today, back to Han Seongjun, a choreographer at work 
in the 1930s, though she also notes that many changes have taken place in the form since 
that time. King (1983) writes of the oft-made assertion by dancers and dance teachers 
that salp’uri has its roots in shamanism. From the accounts of Han Seonjun’s pupils, it was 
originally performed with the dancer frequently stationary, accompanying themselves 
with substantial vocalisation (Van Zile, 1998, p. 173). There are conflicting views on 
salp’uri’s development however, with some scholars arguing that it is a direct descendant 
of the performance traditions of the kisaeng, or professional female entertainer — and 
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even though the term salp’uri does refer to the “expulsion of evil spirits and bad luck” 
that it does not reference shamanism directly (Van Zile, 1998, p. 177), with the primary 
intention being to draw inspiration from and abstract shamanism as a form of cultural 
expression (p.169). King (1983, p. 68) observes that salp’uri as a performance practice is 
subtle and full of suspension, conforming to a cycle of compression and bursting out.
Of han, Freda (1999 ¶ 11) writes that it is a term widely held as untranslatable, as 
its dictionary definition; “grudge, resentment, rancour”; steals it of any culturally embed-
ded significance. This contributes to its mythical standing in contemporary Korea, where 
it is held up as the “unique essence of Korean national character” running through every 
facet of life: art, culture, history, spirituality, and economic development. McAllister-Viel 
(2007, p. 100) explains that han contains “complex understandings of layered emotions” 
that are passed down from one generation to another through the “collective conscious 
of the Korean people”. Freda (1999) writes that han is steeped in a nationalism that treats 
it as “historical memory” — one that recalls the suffering of the Korean people at the 
hands of successive waves of imperialism, colonialism, civil war, and rapidly transforma-
tional modernity under the control of dictators both foreign and domestic (¶ 12). Freda 
recommends that han be granted its mythical status in order to move towards discus-
sions regarding its significance as a frame for understanding the ways that Korean culture 
“intersects with modernity, the West, and the legacy that is its own past”. Chai Hee-wan 
(1997, p. 154) provides a lucid example of what Freda describes as “discourse on han”, an 
idiom “informed by folk culture as much as by the pent-up and schizophrenic anxieties 
of Korea’s postcolonial predicament” (1999 ¶ 11):
Korean dance is often said to have a dark shadow or feeling of remorse. 
Perhaps it is because of the pent-up hardships and frustrations that have 
been handed down from generation to generation. This deep-set knot, 
impossible to untie, tightens as it passes to the next generation, The knot 
symbolizes the hardships and frustrations of the Korean people. However, 
this han can become a kind of sorrow and is a driving force for self-im-
provement and resistance, a passage from deep despair to hope. The 
darkness and negation of han is, in a larger frame, embraced by a brighter 
positivity. In the people’s laughter tears are hidden. Tragedy is eliminated 
with comedy, and inner sorrow is surrounded by outer laughter.
(Chai, 1997, p. 154)
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Kim Moon-hwan (1997b, p. 24) summarises the Korean sense of aesthetic as a cheer-
ful pleasure that is intertwined with han, the “mixture of grief and longing” that is so 
deeply embedded in Korean culture and the psyche of its people. Freda (1999 ¶ 31-32) 
describes the rituals of the mudang, masked dance, and p’ansori as all serving to “recount 
in a cathartic manner” the ways that feelings of resentment are accumulated; they pro-
vide the means by which han may be loosened and liberated and “resolve the han of the 
people”. Shinmyŏng can then be understood to precipitate collective expressions of han, 
provoking “positive emotional states” in the face of the “ingrained grief and strained lam-
entation” of han (Choi, 2007, p. 55), and provides Koreans with a discourse that puts at 
its heart “a driving force for self-improvement and resistance” (Chai, 1997). Freda (1999 
¶ 32) writes that han is a consistent part of the working vocabulary of the mudang, and 
plays an essential part in the development of a Korean national identity with its roots in 
tradition. The myths and symbols of shamanism have provided a formal structure around 
which the modern discourse on han has been developed through a “conscious mining” 
of the Korean “folk culture of commiseration” that has arisen through the intersection of 
modernity and the imperial otherness of the West and Japan (¶ 36).
McAllister-Viel (2007, p. 100) has observed that han is itself taught intergenera-
tionally through “real displays of grief ”, as well as through formal performance training 
settings, or “extra-daily representations of grief developed specifically to fulfil the aes-
thetic expectations of a performance mode”. This is the mode by which han exists as one 
of the principal drivers of p’ansori, a form with deep connections to Korea’s historical 
narrative.
3 .3 .2 P’ansori’s Aesthetic and Historical Contexts
An extremely descriptive form of musical entertainment, p’ansori is defined by Choi Hee-
wan (2007, p. 65) as a form of storytelling “based on Korean traditional folk tales” that 
combines the elements of sori (song), aniri (narration and dialogue), and pallim (dra-
matic action undertaken with puch’ae or paper fan), with Howard (2006, p. 60) elevating 
the element of song as being “by far” the most important.
Lee Bo-hyung (1997b, p. 54) places p’ansori’s origins with the sori performed in 
p’an  (open spaces) by travelling bands of performers that began to specialise in publicly 
exhibiting the performative aspects of shamanic ritual, outside of the context of com-
munion with the spiritual world. The emergence of p’ansori as a distinct form has been 
traced to the early eighteenth century when it came to be performed by a solo singer 
accompanied by a kosu (solo drummer) playing the soripuk, or barrel-shaped drum (Y.-
S. Lee, 2008, p. 1). Lee Bo-hyung (1997a, p. 64) writes that the melodies and rhythms of 
p’ansori have developed over time and what was at first a leisurely and relaxed form has 
become one of Korea’s most complex, occupying the extremes of tempo and vocal range. 
Lee recounts that the original works of p’ansori were retellings of village life and the cul-
ture of the common people, but that most of this repertoire is now lost. What remains 
are several of Korea’s most well-known fantasies delivered “with a mixture of pathos, 
humour and morality, and performed with intense vocal expressions” (Um, 2013, p. 2). 
Whilst these surviving works most likely contain traces of the original characteristics of 
these early traditions, they have gone through a second period of transformation with the 
development of sophisticated lyrics and melodies, and with performances now occurring 
mostly indoors (B.-H. Lee, 1997a, p. 54). P’ansori has also been proclaimed by UNESCO 
as one of the Masterpieces of the Oral and Intangible Heritage of Humanity (Y.-S. Lee, 
2008, p. 1). Howard (2006, p. 60) makes clear that it takes a considerable amount of time 
to achieve the appropriate voice of a professional p’ansori singer, with artists describing 
multiples cycles of voice-breaking before achieving a “true” tone. Physically, this process 
involves the acquisition of nodes on the vocal folds or “in some cases rupture, perma-
nently altering the function of the folds” (McAllister-Viel, 2007, p. 100) — an outcome 
undesirable in Western vocal practice, but in p’ansori, necessary to achieve surisŏng, a 
tough, husky voice. Well documented are the tales of singers embarking on pilgrimages 
into the mountainous Korean countryside in order to complete 100-day training mar-
athons where “beside waterfalls they compete to generate greater volume and in caves 
they work on deeper resonance” (Howard, 2006, p. 60). This connection to nature has 
ensured p’ansori retains elements of shamanic vocal production including the embodi-
ment of human and non-human characters and utilising unintelligible vocalisations to 
evoke locations, animals, and the elements (Y.-S. Lee, 2008, p. 1), with singers in tradi-
tional society often appearing from shamanic lineage (K. H. Kim, 2008a).
Lee (1997c) describes the musical aesthetic preferred by Koreans as consisting 
of “rough, raspy or buzzing timbres”, with the vocal colour preferred by p’ansori singers 
described as “harsh and thick” (Howard, 2006, p. 60). The language used to outline the 
various techniques that are used in combination to produce such desirable performances 
is rooted in the imagination, with ch’ŏlsŏng (iron voice), ch’ŏnggusŏng (bright voice), and 
the aforementioned surisŏng (tough voice), providing just a few examples. P’ansori sing-
ers are encouraged to sing from “the back, the other side, the inside, or the background” 
pointing to the supreme importance of the imagination in uncovering the deeper mean-
ing and sentiment for the work rather than in the literal nature of the narrative (H.-K. 
Kim, 2007).
Senior artists such as Master Cho Sanghyeon; officially designated a National 
Living Treasure; have displayed anxiety over the fact that traditional modes of transmis-
sion such as “apprenticeship and rote learning” have recently started to be left behind in 
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favour of learning aided by notation, audio recording, and attempts to “clone” the voices 
of the masters (Howard, 2006, p. 66). This has led, in Master Cho’s opinion, to a new gen-
eration of p’ansori singers that can “no longer create the sound of a crying ghost” or “the 
sound of a waterfall cascading down” (ibid.).
Choi Hee-wan (2007, p. 66) details two distinct ways that p’ansori deals with han. 
The first of these is related to the basic narrative pattern of p’ansori: that of the “transfor-
mational process of han — from sadness to hope”. The second is related to the techni-
cality of vocal production. Shigimsae is a vocal technique peculiar to traditional Korean 
music identified by Choi (2007, p. 66) as central to p’ansori, and is directly implicated in 
the internalisation of the “cathartic process of han”, completing the “artistic and spiritual 
catharsis” set up by the narrative structures of the p’ansori repertoire (p. 67). Master Cho 
(in Howard, 2006, p. 65) describes shigimsae as the “ability to produce the voice just as 
you want to”. Howard traces the concept of shigimsae back to the “culinary arts” as a term 
“deeper than ‘taste’ may imply”, used in reference to those ubiquitously Korean foods 
such as kimch’i and rice wine that require fermentation over time: “in other words, the 
voice needs time to mature” (Howard, 2006, p. 66). Choi (2007, p. 67) writes that through 
shigimsae, the technique of vocally transforming suffering and grief, the vocal quality 
of kŭnŭl emerges. Kŭnŭl is a term that refers to the simultaneous holding of two “polar 
qualities” within the voice of the singer, for example “brightness within darkness and 
darkness within brightness”. The coexistence of these qualities in one moment signify the 
relationship between negative and positive emotions that pervade the conception of han. 
The combination of shigimsae with the complexities of kŭnŭl evokes han within Korean 
audiences of p’ansori, stimulating the collective, transcendent aesthetic experience of shin-
myŏng. P’ansori’s “enduring association” with han is also seen by Um Haekyung (2013, p. 
39) as being due to its function as a symbol of the Korean state “under siege yearning to 
be free of foreign external forces”, a perception which continued into the postcolonial 
period, and persists into the present.
As will be seen in Chapter 4, ontological concerns and notions of time, space, 
mind, and body specific to Korean cultural experiences provided a foundation on which 
our emerging performance practice was built, and helped to define the world in which 
Deluge was being developed (see p. 60). The combination of these elements with aspects 
of butoh practice saw participants engaging with forms of cultural expression from out-
side their own cultural backgrounds, requiring an engagement with the processes and 
politics of art created in culturally and linguistically diverse environments.
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3 .4 Creating Across Cultures
This section will outline several major discourses used to understand culturally and lin-
guistically diverse performance practices in order to provide a foundation for my identi-
fication of Deluge as an aspirationally transcultural work, the study of which contributes 
to the answering of recent calls for the interrogation of the methods of negotiation and 
processes of creation employed in the interweaving of cultures in performance.
Fischer-Lichte (2009, p. 399) notes that ever since the onset of modernity, 
exchanges between cultures have rendered attempts to define clear boundaries between 
‘ours’ and ‘theirs’ futile — although one cannot deny that differences between cultures 
exist, they are not simply “fixed and given once and for all; they are permanently gen-
erated anew”. Slimbach (2005, p. 205) goes as far as to say that the differences between 
“who we are (by birth) and where we are (by choice)” are increasingly irrelevant and that 
physical and electronic connections between diverse peoples are having a larger role in 
the creation of a “global society”. The recent turn toward networked understandings of the 
ways in which cultures interact in an internet-enabled world is lucidly characterised by 
Singleton (2014, p. 82) who writes that, “[n]o longer concerned with origins, the flows of 
transmission take precedence; in other words, the roots of culture are superseded by the 
routes of culture.”
Fischer-Lichte writes (2014, p. 1) that in theatrical contexts, the porous nature 
of the boundaries between cultures are well documented, occurring “wherever we have 
some evidence of theatre”, providing a “perpetual instrument and vehicle for change and 
renewal.” Grau (1992, p. 11) continues this observation by drawing attention to the notion 
that the recognition of the product of cultural borrowing as constituting art is predicated 
by social “views on creativity, originality, or innovation” and dictated by the sensibilities 
of members of the artist’s “social group”. The direction of the flow of this borrowing is 
important however, and Grau observed that it is more likely that artists in the West will be 
“perceived as being creative” whereas the appropriation of Western forms and techniques 
by non-Western artists is “more likely to be seen as corrupting their art forms” (p. 24).
Over a decade ago, Lo and Gilbert (2002, p. 31) advocated for a strategic rethink-
ing of the interaction between “the local and context-specific” and the “global” — an 
endeavour that they suggested would emerge from attempts to document and compre-
hensively integrate the diversity of theory and practice into a comprehensive account 
of the field without going as far as suggesting a “totalizing theory of cultural exchange” 
(p. 48). Eckersall (2004, p. 24) similarly identified the need for ongoing investigation of 
practice to promote reflection on the possibilities of wider intercultural dialogues and 
the creative negotiation and understanding of difference. More recently still, Fischer-
Lichte (2014, p. 15) has agitated for the interrogation of the processes involved in the 
interweaving of cultures in performance in order to reveal their aesthetic and political 
natures and the ways in which they contribute to new kinds of thinking that “leave behind 
postcolonialism”.
3 .4 .1 Encountering the Other
Cuccioleta (2001, p. 1) has noted that attempts to communicate with and understand 
the “culture of otherness” is not a recent phenomenon, with “racism, fear, ignorance and 
imaginative stereotypes” serving as persistent barriers to productive human relation-
ships. Eckersall (2004, p. 23) provides the opinion that arts practices in contemporary 
times have often sprung from these “long and at times problematic engagement[s] with 
otherness”.
Karatani Kojin (1998, p. 146) has offered the discourse of aestheticentrism as a 
response to the orientalism and colonialism often seen as inherent in the attraction of 
the West to non-Western cultural and artistic forms. Karatani identifies this as a prob-
lem occurring mostly in the non-American West, where Edward Said’s seminal 1978 
work Orientalism has not been as widely disseminated. Karatani explains Said’s thesis 
that those in the “non-West” are often seen as “objects of analysis” in the field of the 
social sciences, but ignored in terms of “intellectual and ethical existence” (p. 147), with 
Singleton (2014, p. 79) adding that “[d]evoid of any notion of ethical encounter, the dis-
course of representation [offered by Orientalism] thus is one of inequality and distrust of 
the Other”. This kind of framing of the non-West as an intellectual and ethical “inferior 
other” is twisted by a complementary “aesthetic worship” of it, producing the “uneradi-
cable self-deceit” that non-Westeners are being treated more than equally, that they are 
being shown “respect” (Karatani, 1998, p. 147). There is a complicity in this dual “looking 
down” on the other as an object of analysis and “looking up” to as an aesthetic idol — the 
former finds its roots in modern natural science which “approaches objects by stripping 
away all the elements that have been integral parts, for example, magico-religious attrib-
utes, among others”. The “looking up” to, or ambivalent worship of an “inferior other” 
arose in late eighteenth century romanticism as “Europeans began to discover ‘sacred 
savages’ externally and ‘sacred medieval people’ internally”.
Karatani points towards the Kantian notion of aesthetics as an explanation for 
this phenomenon, describing Kant’s three-part division of the human relation to objects 
into “cognitive concerns”, “ethical concerns”, and “concerns of taste” (p. 148). In order for 
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an object to be seen as aesthetically pleasing, or tasteful, the individual must approach 
the object with a stance of “disinterestedness” which brackets their cognitive and ethical 
concerns. Kant’s revolution was in rejecting the notion of inherent beauty, replacing it 
with a view that “beauty is achieved by the conscious method of positively abandoning 
a direct ‘interest’ in the object” coming into existence only “by way of the subjective act” 
(p. 149). In this way, an object becomes art when the viewer goes though the process 
of “bracketing” their cognitive and ethical concerns (p. 150). In Karatani’s opinion, the 
crucial element of Kant’s aesthetics, is the theory of the sublime, “the pleasure that results 
from the subject’s effort in going beyond the unpleasant object” (p. 149). Bracketing the 
displeasure that an object may otherwise stimulate, gives pleasure on a metaphysical level. 
Pleasure is no longer inherant in the object, but is a product of this process of bracketing.
An object that overpowers a human — lightning , for instance — is deemed 
sublime only insofar as its cause is scientifically evident and the spectator is 
protected from its brutal force. If not, lightning remains an object of reli-
gious awe or supernatural attributes, like a divine message. For this reason, 
the sublime as an aesthetic judgment is connected to the recognition of 
modern science.
(Karatani, 1998, p. 149)
Karatani posits that the employment of ‘otherness’ in aesthetic contexts is established 
through this process of bracketing, but offers the advice that “one should always be pre-
pared to remove the brackets” (p. 152). Karatani is explicit in asserting that, for those that 
fall in the category of the aestheticentrist, “otherness” has become confused with “beauty” 
and the failure to “remove the brackets” means that their colonialism has become conven-
iently obscured (p. 152), going as far as declaring that “aestheticentrists always appear as 
anticolonialists” (p. 146). Eckersall (2004, p. 24) sees this failure to “remove the brackets” 
as lying “at the heart of the problem” for artists working between cultures.
3 .4 .2 Attempting to Remove the Brackets
The unchallenged acceptance of the ‘otherness’ of butoh (discussed on p. 24) is crit-
icised by Roquet (2004, p. 18) as essentialist in its orientalism, with the fact that butoh 
often tends toward the “imagistic and non-narrative” fitting with the ideal of the aestheti-
centrist, that “the intercultural other should be non-literal or pre-literary and pre-expres-
sive” (Eckersall, 2004, p. 34).
During my investigation, Karatani’s notion of aestheticentrism lent a language 
and framework to this critique and led me to search for ways to work across cultural and 
linguistic groups that include a consideration of this intersection between “otherness” 
and “beauty”. Further investigation of the development of butoh allowed me to begin 
the process of removing of Karatani’s brackets, enabling a deeper understanding of the 
cultural, social, and political conditions that have shaped the form.
Viewing my experiences through Karatani’s (1998) lens it is also possible to 
understand my initial fascination with p’ansori as a product of bracketing the fact that 
I neither understood the language in which the form was performed, nor the historical 
and cultural contexts which gave rise to it. This bracketing extended to the tortured aes-
thetic of the p’ansori voice, which I appreciated as both chilling and beautiful, but hard to 
understand for someone trained in Western classical vocal production. My steps towards 
removing these brackets in this case included gaining a greater proficiency in Korean 
language, learning something of the cultural and political history of traditional Korean 
performance, and starting to question the cultural assumptions that underpin my expe-
riences in Korea.
These are all activities which have been described by Slimbach (2005, p. 206) 
as contributing to transcultural competency (see p. 6 for further discussion). Grau 
(1992, p. 19) writes of the need to identify issues dealing with “cultural boundaries in aes-
thetic communication” when working across cultures. In order to do this, I would need to 
attempt to understand those things that are tacit and assumed knowledge for my Korean 
collaborators who have specialist skills in their performance forms and lived experience 
of their modes of cultural expression.
3 .4 .3 Understanding Artistic Practice in Culturally and 
Linguistically Diverse Environments
Inter-, intra-, cross-, trans-, and multi- are but a few of the prefixes used to describe the 
conceptual frameworks and political agendas of creative practices in culturally and lin-
guistically diverse environments. Inconsistencies and contradictions between these are 
not uncommon both in the field and in the literature, with Fischer-Lichte (2014, p. 17) 
noting that “[t]here are as many forms of politics of interweaving [of cultures in perfor-
mance] as there are aesthetics.” A complete attempt at reconciling the varying taxonomies 
of this field by writers such as Grau (1992), Pavis (1992, 1996), and Lo and Gilbert (2002, 
2009) proves an unwieldy task and runs the risk of unnecessarily replicating recent work 
by Singleton (2014), who deftly traces a progressive narrative that opens with Said’s cri-
tiques of Orientalism, nods to the praxis of Richard Schechner and the intercultural turn, 
and contemplates the effects of globalism and the networked society before ending up at 
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the transformative optimism of Fischer-Lichte’s Verflechtungen von Theaterkulturen3, the 
discourse of the interweaving of performance cultures that some suggest may displace 
interculturalism, the prevailing lens for the understanding of practice in the culturally 
and linguistically space. Instead, this section will outline some critiques of intercultural 
performance practice, before providing a more detailed account of a transculturally aspi-
rational alternative as offered by this study.
Lo and Gilbert (2002, p. 36) have defined interculturalism as a hybrid deriving 
from “an intentional encounter between cultures and performing traditions”. Fischer-
Lichte (2014, p. 5) has noted that its historical application has been exclusively applied to 
fusions of “something Western and non-Western”, and that its problematics lie not only 
in its imperialism, but in that it “presupposes that a performance’s cultural components 
can always be clearly separated from one another, that is, that one culture’s contribution 
will be easily distinguishable from another’s”. The use of intercultural as a descriptive term 
has been applied to the practices of a diverse range of artists: from those in the West who 
have sought performance training in the non-West; to those who consciously engage in 
hybridisation across cultures; to practitioners who search for experiences of the “univer-
sal” in culturally diverse performance practices (Grau, 1992; Lo & Gilbert, 2002).
While conducting initial searches for workable descriptions of performance prac-
tices that span cultural and linguistic groups, I was drawn to Fischer-Lichte’s (2009, p. 401) 
description of transcultural performance as a site of in-betweenness, where the interweav-
ing of cultures results in the development of innovative aesthetics and the constitution of 
new sociocultural realities in order to offer them as alternative “realities of the future”. As 
a young artist actively working in Korea, I had a lived experience of realising the necessity 
of cultivating, as Slimbach (2005, p. 206) has put it, “attitudes and abilities that facilitate 
open and ethical interaction with people across cultures”. Slimbach’s entreaty to engage in 
practices that are “immersed, immediate, and emotional” held strong resonances for me, 
especially by the time that Nathan Stoneham and I were developing 지하 Underground in 
2011 (see p. 134) where our modus operandi could be accurately described as bringing 
“knowledge of relationships within [our] own culture to the process of cultivating rela-
tionships across cultures” (Slimbach, 2005, p. 207).
Diana Taylor (1991) writes that transculturation is a social phenomenon that has 
the potential to exert pressure on an entire culture and involves the “shifting of socio-po-
litical, not just aesthetic, borders; it modifies collective and individual identity; it changes 
discourse, both verbal and symbolic” (p. 90). Fischer-Lichte (2009, p. 400) describes a 
3 This is a project of research focused by the outputs of the International Research Centre - Interweaving 
Performance Cultures situated at the Free University of Berlin, and spearheaded by Fischer-Lichte.
state of “transcultural entanglement” in art production which has less to do with the tran-
scendence of culture in the vein of Pavis (1996), as it does Lo and Gilbert’s (2002) “collab-
orative interculturalism”:
The interweaving of cultures in performances quite often creates an inno-
vative performance aesthetic, which establishes and gives shape to new 
collaborative policies in society. It probes the emergence, stabilization, and 
destabilization of cultural identity. Here, the aesthetic and the political 
merge.
(Fischer-Lichte, 2009, pp. 399-400)
The merging of the aesthetic and the political in anticipation of a utopian social reality 
is contingent on an interweaving of cultures that does not erase their differences, under-
taken in a state of in-betweenness which results in a transformation of spaces, of disci-
plines and of the participants themselves in a way that “exceeds the imaginable” (Fischer-
Lichte, 2009, pp. 400-401). Haus describes this as a transcultural event, one in which 
“receptivity grows to inspire, illuminate, show, teach, to find new ways to communicate. 
And this demands experimentation” (Haus, 1995, p. 78). Haus suggests that this may be 
undertaken by the gathering of artists from diverse cultures who are invested in merging 
their own routes throughout the creative process, with the result of this interaction being 
“a stage event that is itself a transcultural phenomenon” (p. 71). Haus also writes that it 
is possible to consider the transculturalism of theatre in artists that “explore other, often 
distant cultures and borrow from them in order to revitalise and transform their own 
work; or theatre productions [which] are increasingly aimed at an international audi-
ence of varied cultural backgrounds” (p. 72). Once a group of culturally and linguistically 
diverse artists have gathered however, it becomes important to consider the methods for 
the merging of their routes through the creative process.
3 .4 .4 Models for Artistic Practice in Culturally and 
Linguistically Diverse Environments
This study documents the processes of cultural and interpersonal interaction and 
exchange that gave rise to the development of Deluge, and will conclude by suggesting a 
model for the consideration of other artists working in the culturally and linguistically 
diverse space. It is appropriate then to provide a brief overview of the two most prevalent 
models for intercultural praxis offered over the last two decades.
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In 1992, Pavis offered a model of exchange between cultures that uses a translation 
paradigm to illustrate the ways that aspects of a “source culture”, painted as grains in an 
hourglass, trickle through a series of filters to be rearranged at the site of a “target culture”. 
Lo and Gilbert (2002, pp. 41-2) point out however that while this model can be used to 
accurately describe most of what they describe as intercultural work that operates under 
extracultural conditions, “it cannot account for alternative and more collaborative forms 
of intercultural exchange” that don’t “assume a one-way cultural flow based on a hierarchy 
of privilege” (i.e. transcultural practice). Pavis’s model, they argue, “cannot account for 
blockage, collisions, and retroaction at sites of either intervention or resistance”, and it has 
at its foundation aesthetic, rather than political concerns (p. 43), and as such I contend, 
would not be an appropriate model for transculturally aspirational art creation.
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Lo and Gilbert (2002, p. 44) re-imagine Pavis’s model by conceiving exchanges between 
cultures as a “two-way flow” in which the source cultures of partners in the project flank 
a central target culture that, rather than being fixed in form and location, remains fluid 
and able to shift along the continuum drawn between the sources. The forces at play on 
the target echo Pavis’s filters: aspects of the process of collaboration that also challenge 
and transform the source cultures “in relation to each other and in anticipation of the 
target culture” (p. 45). Lo and Gilbert’s alternative describes a paradigm in which Source 
Cultures are shaped by their sociocultural milieu, and are challenged and transformed in 
the process of contributing to the creation of a Target Culture. The structural metaphor 
that they employ in describing their model is of a children’s toy that consists of a spin-
ning plastic disk strung onto an elastic thread which, once cyclical momentum has been 
established, is able to be manipulated back and forth along the string by altering the force 
applied to the ends of the threads4 (Lo & Gilbert, 2002, p. 44). As we will see however 
(p. 98), although Lo and Gilbert have accounted for a “two-way” flow between Source 
4 See for example: https://www.youtube.com/watch?v=Mg7bhAe8rUI
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Cultures and recognise that the location of the Target Culture within the sociopoliti-
cal context of the collaboration is not fixed, their model does not account for the forces 
exerted by individuals in the process.
These missing, interpersonal connections underlay Singleton’s (2014, p. 82) obser-
vation on the obsolescence of theories of the intercultural in the new millennium, in a 
world where “radical transformation in the exchange of information […] led to a radical 
disjuncture of what was owned and what was foreign in terms of culture”.
As we will see in Chapter 4, both models of intercultural praxis outlined in this 
section, although problematic, have influenced the articulation of the model proposed 
by this study. In particular they provided a series of filters through which to examine my 
practice, which, when set against the backdrop of Slimbach’s transcultural competencies, 
led to the identification of the sites of transcultural potential that are central to my model.
3 .5 Conclusion
This contextual review has provided the groundwork for defining some of the contexts 
and concerns of the sites of transcultural potential specific to the creative development 
and presentation of Deluge. By providing a brief overview of the historical contexts and 
sociopolitical concerns of the Australian physical theatre landscape, I have attempted 
to ground the creative practice of this study within that particular field. Exploring the 
way that these sites intersect with those of performance practices and forms of cultural 
expression in relation to butoh, provides context for later discoveries made through prac-
tice associated with concepts of space and time, and concepts of body and mind.
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This study began as an exploration of the ways that physical and vocal transformation 
could be achieved by an ensemble of performers with specialist knowledge of perfor-
mance practices such as butoh and p’ansori. The research methods identified in Chapter 
2 were applied to five cycles of creative development, culminating in a full production of 
the performance work Deluge. 
This practice-led approach included a reflexive process of inquiry that drew on 
data collected in the form of notebook and journal entries, interviews and discussions 
with collaborators, and photographic and video documentation of the creative process 
and performance outcomes. Analysis of the data gathered in this study followed Galletta’s 
(2013, p. 151) interpretive protocol. Themes present in the data were categorised, and 
knowledge was conceptualised by exploring the relationships between these themes in 
response to the research question. 
The research question considered by this study was progressively refined in 
response to the analysis of each cycle of creative practice. As the study progressed, it 
started to become clear that our team was developing not just a performance practice, but 
a way of being together, of sharing our culturally specific understandings of the world, 
and negotiating a future for our collaboration. The central research question of this study 
is:
What are the processes of negotiation that inform an effective model of 
transcultural collaboration in the context of an Australian performance 
project that aims to interweave the traditional Korean vocal form of p’ansori 
and the contemporary Japanese dance form of butoh?
This chapter describes a staged approach to answering this question by breaking it down 
into two sub questions. The first of these sub-questions is framed to address the aesthetic 
concerns of the Deluge project:
What are the commonalities between butoh and p’ansori, and how can they 
be linked to create a new work of performance?
This chapter outlines the process of discovery that led to answers to this question, including 
the critical importance of developing a vocabulary for training and performance-making 
grounded in metaphor, and documents some of the ways that this metaphorical language 
contributed to the creation of Deluge. The second sub-question of this study is:
What conditions and processes are necessary for the development of per-
formance that interweaves practices grounded in specific cultural contexts?
This chapter proposes answers to this second sub-question by identifying the locations 
within the creative process that were subject to frequent interruption, and by describing 
the ways that these interruptions were negotiated in order to ensure the development of 
an effective collaborative environment.
4 .1 Sites of Transcultural Potential
As each cycle of practice was undertaken, relationships between themes present in the 
data were analysed, and the locations of disruptions to the creative process were identi-
fied as ‘sites of transcultural potential’. This term was only fully articulated during the final 
period of analysis after Cycle 5, however it is a critical aspect of the findings of this study 
and I have used sites of transcultural potential as one of the central devices framing the 
account of the creative practice in this chapter.
Taylor (1991, p. 92) writes that rather than emphasising the coexistence of cultural 
systems in an “uneasy fusion”, the process of transculturation “accounts for the historic 
specificity and artistic originality” of the cultural phenomena that it gives rise to, acknowl-
edging “the element of loss of the two systems in the creation of a third. This process is 
shifting and progressive, often circular, and is not necessarily undertaken consciously 
(p. 93). Cuccioletta (2001, p. 9) suggests that the process of transculturation arises out 
of a “conscious ebb and flow of interculturality, emanating from the grass roots and not 
imposed and defined by government”.
Generating a collaborative environment that encourages reflective practice ena-
bled the location of interruptions in the creative process as occurring in places where 
tensions are well known to arise in projects involving culturally and linguistically diverse 
participants (see Grau, 1992; Lo & Gilbert, 2002; Pavis, 1996). Lo and Gilbert (2002, p. 
46) describe these as “sites of intervention and resistance […] ideologically laden sign 
systems as well as potential sites of hybridity” (see also p. 36). My labelling of these as 
sites of transcultural potential attempts to acknowledge the transcultural aspirations of 
this project, heeding Ghaye’s (2010) encouragement to reflect on practice in ways that will 
enhance human flourishing and “make a real and tangible difference”.
As will be seen throughout this chapter, the sites at which interruptions to the 
process occur do not necessarily have fixed boundaries, and their relative locations inside 
the constellation of pressures, influences and tensions within the project are mobile, and 
perceived differently by individual participants. The cyclical nature of the Deluge project 
has also meant that the sites of transcultural potential have been periodically re-encoun-
tered. Employing techniques of reflective practice has provided the means with which to 
develop interventions at these sites designed to partially mitigate future interruptions. In 
this way, interruptions at sites of transcultural potential have served as way-points in this 
project — marking progress through the journey of creating Deluge in a transculturally 
collaborative environment.
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4 .2 Deluge 
Deluge, the performance at the centre of this study, began as a loose exploration of the 
physical and emotional effect of catastrophic volumes of water on the human body. At 
the time of the work’s conception in early 2011, Queensland had just experienced a series 
of natural disasters including widespread flooding and loss of life in the Lockyer Valley 
(Atfield, 2011), and the subsequent inundation of metropolitan Brisbane (Long, 2011). 
Korea has a similarly troubled relationship with water — from the sometimes destruc-
tive typhoons of summer, to the contradictions of a winter that brings both suffocating 
blankets of snow and the bleak desolation of bare mountain ranges frozen dry (Savada & 
Shaw, 1990). This was highlighted for me when I travelled to Seoul in July 2011, not long 
after the completion of the project’s first cycle, as the city experienced a series of flash 
floods and landslides that proved fatal (PBS.ORG, 2011). Through Deluge, I wanted to 
explore the contradictory nature of the human relationship with water — while it sustains 
all life on Earth, it can quickly transform into a terrifyingly destructive force. 
4 .3 Cycle 1: Deluge June 2011
The goal of the first cycle of creative practice was to explore processes that lead to the 
transformation of body and voice, and to use these processes to create Deluge, a perfor-
mance that responded to the flooding event that had affected Queensland several months 
before. The primary production partner for this stage of creative development was Red 
Moon Rising, supported by the Metro Arts Freerange Program. Participants in this cycle 
included three Korean artists from the Roger Rynd International Cultural Exchange 
(RRICE) Hidden Land project, joined by five performers from Brisbane and Melbourne1. 
A local independent folk-rock band, Autumn Sun was also engaged to collaborate on the 
project, working in and out of the rehearsal room to develop a score for the performance, 
helping to facilitate the exploration of possibilities of combining physio-vocal transfor-
mation with live music.
The reflective practice tools employed in Cycle 1 were primarily those associated 
with my creative role as director. These tools included notes and journal entries generated 
1 A full list of participants and stakeholders of each cycle is included in the Appendix on p. 127.
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during the creative process, the documentation of a large group debrief following the 
project, and the recollections of participants offered during entry and exit interviews con-
ducted during Cycles 4 and 5. The group debrief was an especially rich source of feedback 
for me as director and facilitator of the project, and provided the first opportunity to 
problematise aspects of the collaborative environment that would later be identified as 
sites of transcultural potential. Analysing this reflective material also allowed for the crit-
ical evaluation of my approach to the aesthetic concerns of the project.
4 .3 .1 Approach: The Transformational Lens
The approach that I took to achieving the goal of this cycle was to ask participants to look 
at their performance practices through a ‘transformational lens’ in order to isolate tech-
niques of physio-vocal transformation that they could share with the rest of the ensemble. 
I modelled this approach by facilitating exercises in physical transformation influenced by 
my butoh practice which centred on activating and moving the body using an imagined 
stimulus. The template for this exploration was a set of exercises derived from Michizo 
Noguchi’s gymnastics that hold at their core the idea that gravity, rather than biomechan-
ics, is the “key concept” in moving the body (Morito & Kasai, 2011 ¶ 12). One particular 
exercise involved re-imagining the musculoskeletal system as a bag of water hanging by a 
thread, building toward the completion of a series of walks based on conceiving the body 
as an anthropomorphic wave. This use of imagined stimuli created a quality of absorption 
similar to Adams’s (2009, p. 8) description of an incident in which a dancer was asked to 
re-imagine their body as if it existed “inside” the form of the choreography:
The quality of the concentration needed by the dancer to continually 
visualise the enveloping larger solo whilst performing the distilled version 
was transformative, and seemed to evoke absorption in another place and a 
remembering of an event long past.
(Adams, 2009, p. 8)
The reason for pursuing these qualities of absorption and remembrance in the physicality 
of the performers was that these qualities were strongly evoked for me when listening to 
Younghee’s p’ansori voice. My hunch was that a similar use of imagined stimulus could 
form the foundation for an approach to achieving vocal transformation.
I believed that ways could be found to elicit connections between the processes 
of physical and of vocal transformation from the participants, without dictating the 
course of the development by imposing a predetermined methodology. I progressively 
released stimulus material over the course of many days in an attempt to engineer an 
ensemble-driven Composition process that would ‘uncover’ a physio-vocal practice. To 
this end Younghee conducted workshops in Pongsan t’alch’um (masked dance from the 
Pongsan region), Hoyoung in kungchung musul (traditional martial arts of the Imperial 
Court), and our third Korean collaborator Jung Minji led us through the basic principles 
of Hankuk muyong (traditional Korean dance).
In hindsight I relied too much on the “poetics and ambiguity of language” without 
spending time to articulate “functional definitions” that would move the process forward. 
In effect, this approach inverted the recommendation of Pearce et al. (2003, p. 124) to aim 
for precision in communication whilst retaining the ability to express nuance. One of the 
results of this simplistic approach was the appearance of group tension and disruption 
around the models of practice that I employed. This in turn led to the identification of one 
of the first sites of transcultural potential to significantly impact this study.
4 .3 .2 Interruption at the Site of Models of Best Practice
Models of best practice in art production are informed by the processes of production 
familiar to participants, and expectations that they hold as members of their own creative 
communities. The development of Hidden Land as part of RRICE was facilitated as a 
collaboration between myself and Hoyoung, Younghee, and Minji, artists who expected 
Deluge to function in a similar manner (Y. Park, in interview, May 7 2013). At this stage 
of the project however, Deluge was a production of Red Moon Rising and Younghee espe-
cially was surprised that rather than consulting widely on the direction of the work, I 
spent a lot of time conferring with Red Moon Rising member and fellow participant Ellen 
Rijs (Y. Park, in interview, May 7 2013).
Placing further strain on these broken expectations was the fact that I relied heav-
ily on the Korean participants in employing a model of cultural and skills exchange that 
we had utilised during RRICE. Each rehearsal session of Cycle 1 was scheduled to begin 
with a period of training framed as short introductions to the techniques associated with 
each of the Korean performance practices. Time was also set aside to work on basic butoh 
exercises and to learn choreography modified from the Red Moon Rising canon.
As the rehearsal period progressed, the duration of the sessions led by the Korean 
participants began to lengthen, and the focus started to shift toward the learning of entire 
sequences of movement. I felt that this additional allocation of time was justified in order 
to achieve more than a surface-level engagement with the performance practices being 
shared. The feedback received from participants however was that the shift in focus 
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created the impression that not enough time had been scheduled during the creative 
development for the generation of performance material.
In order to ensure time already spent learning new skills was not perceived as 
wasted, I eventually had to abandon the idea that we would be able to push past individ-
ual performance practices in the pursuit of physio-vocal transformation. As a result, I set 
the Korean participants the task of modifying the sequences they had taught the ensem-
ble to fit within the theme of Deluge so that they could be used as performance material 
for the work-in-progress showing.
Although the development of a transformational physio-vocal practice had to be 
abandoned, I still wanted to find some way to give the audience the experience of the 
p’ansori voice in proximity to the butoh body. This resulted in Forest, the closing scene of 
the showing, during which Younghee performed a simplified version of Sangyo sori, the 
funeral song from Shimch’ŏngga2. Throughout the scene, the remainder of the ensemble 
completed a very simple series of image-based movements intended to embody the land-
scape of a forest growing back after the titular deluge (see VIDEO 1 below). As a director, 
I was disappointed in this compromise, of presenting a mosaic of performance practices 
when my goal was to generate original performance material as a result of a transforma-
tive physio-vocal practice.
Although these interruptions at the site of models of best practice had long term 
effects on our collaboration, the necessity of negotiating toward mitigating their effects 
was not recognised until later in the study (see p. 62).
2 심청가. Shimch’ŏngga is one of five batang, or complete works that have survived from a list of at least 
twelve that existed during the Chosŏn dynasty (NCKTPA, 2004b, p. 65). Shimch’ŏngga has been described as 
a work that plays with themes of “self-sacrifice and salvation” (K. H. Kim, 2008a, p. 4), following the story of 
a “beautiful girl with a filial heart” (C. E. Park, 2008, p. 136), the daughter of a blind man who is sacrificed to 
the Dragon King by merchant sailors praying for safe passage. Heaven shows pity on her and she is brought 
back to the surface as a lotus flower, where she becomes an Empress and is eventually reunited with her 
father who, along with all of the land’s sightless is healed through the virtue of her “heavenly piety”.
PHOTO 22 Iceberg - Deluge Cycle 1. Photo: FenLan Chuang (2011)
Pictured (L-R): Park Younghee, Jung Minji, Mary Eggleson,
Mark Hill, Tak Hoyoung, Ellen Rijs
VIDEO 2 Forest - Deluge Cycle 1. (2011)
USB file path:  videos/2.mp4
Available online:  https://vimeo.com/128773312
4 .3 .3 Interruption at the Sites of Working Languages 
and Modes of Communication
In order for collaborative environments to function, participants need to be able to com-
municate with one another - in linguistically diverse contexts however, misunderstanding 
and miscommunication are permanent fixtures. Speaking from the field of interdiscipli-
nary collaboration, Edmonds and Candy (2002, p. 137) suggest that regular communica-
tion amongst team members, and actively switching between different languages (in this 
case between discipline-specific and more open, cross-disciplinary ones) will ensure that 
a common agenda is maintained, and a team spirit is generated.
In the team briefing session on the first day of this cycle, I facilitated a discussion 
about the working language of our collaboration, insisting that we practice the use of 
clear and simple English in the rehearsal room. I had not however considered the need 
to employ specific protocols for the open discussion of ideas and the dissemination of 
information amongst the whole team. This failure in foresight led to imbalances in com-
prehension that were split along cultural and linguistic lines, compounding the feeling 
amongst our Korean collaborators that they were being left out, or that English-speaking 
members of the ensemble were privy to more detailed information and enjoyed a higher 
status in the creative team.
[…] there was a kind of misunderstanding about each person’s role and 
there was not enough time to get to know each other. And that was the 
difficult thing that made our communication hard. 
(Y. Park, in interview, May 7 2013)
Addressing these concerns became the focus of one the first interventions developed at 
sites of transcultural potential.
4 .3 .4 Intervention: The Ding-dong
Cycle 1 concluded with a group debrief session facilitated by Catherine Pease who had 
served as an informal mentor for our team, a co-producer of the RRICE, and residential 
host for our Korean collaborators. One of her suggestions made during this debrief was 
that in future projects we should start and end each session with a period of group discus-
sion, allowing us to make sure that everyone had access to information in a space where 
they felt comfortable to ask questions and catch-up on anything that may have been ‘lost 
in translation’ in the heat of the collaborative process.
My first opportunity to implement this protocol came during the rehearsal period 
of 지하 Underground, the work of music theatre presented by Motherboard Productions 
which I wrote with Nathan Stoneham and presented in November of 2011 in the base-
ment of Metro Arts3. At the end of the first day of rehearsal, we gathered around an organ 
transported from my father’s church on the Sunshine Coast to Metro Arts’ Sue Benner 
theatre where we were holding our music rehearsals. There, on top of the organ was a 
piece of sheet music, the sight of which had our English-speaking team members — many 
of whom are queer — erupt with laughter: Rather than ignoring the unexpected interrup-
tion to what was intended to be a serious meeting at a stressful time in the process; the 
translation and discussion of exactly where the humour lay in the phrase “Let’s have a Gay 
and Hearty, Let’s have a Ding-dong” provided a moment of levity and togetherness. We 
embraced the phrase ‘having a ding-dong’ to mean ‘checking in’, or ‘catching up’, adding 
it to the peculiar English-Korean vocabulary that was being generated in our collabo-
rative environment. The significance of the impact of this intervention was revealed in 
interview during the data collection phase of Cycle 5. Younghee outlines her perception 
that one of the greatest challenges when working across cultures is the issue of working 
languages, and that “even though we know somebody very well for a long time, when we 
actually start to talk about the work there are [a] whole bunch of miscommunications 
that just happen” (Y. Park, in interview, 28 November 2014). Younghee sees the major 
factor in this as being the overall time devoted to the collaboration:
[…] when we have a very tight schedule, it just brings up a whole bunch of 
intensity and nervousness because everybody wants to make a good work 
and everybody wants to know each other better, but because of the short 
time period the whole tension is growing up.
(Y. Park, in interview, 28 November 2014)
Amy Wollstein, a participant in Cycles 1, 3, and 5 reported that external pressures such as 
time compound existing disparities among participants in language comprehension and 
expression:
I think the biggest challenge was, whilst under pressure, remembering to 
stay calm and to speak slowly and seek out Korean participants’ opinion 
because sometimes I guess they would get left behind in the conversation 
and tune out.
(A. Wollstein, in interview, 11 November 2014)
3 For a brief description of this work, see p. 134.
FIGURE 6 Let’s have a gay and hearty, let’s have a ding-dong (Atwell, 1955)
PHOTO 23 Preparation - Deluge Cycle 1. Photo: FenLan Chuang (2012)
Pictured: Catherine Pease
(Previous page)
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As Younghee points out very directly, our regular practice of catching up, or “having a 
ding-dong” was vital in maintaining order by giving “a space for every single person to 
digest everyday’s process” (Y. Park, in interview, 28 November 2014).
4 .3 .5 Interruption at the Site of Anticipation of 
Outcomes and Reception
Although a systematic investigation of the audience’s reception of Deluge falls outside of 
the scope of this study, my anticipation and perception of this reception as director of the 
project shaped the work’s creative development. Data collected in the form of entry and 
exit interviews with participants, and discussions facilitated throughout the course of 
later cycles also reveals that the anticipation of the audience’s reception of the work was 
a significant factor determining the ways that participants in the study interacted with 
each other, made creative decisions, and determined the value of the outcome of the pro-
ject (see also p. 95). In interview, Younghee recounts her conversations after the initial 
work-in-progress showing for Cycle 1 with Korean audience members:
[T]hey actually were sobbing for half of the show in the first Deluge. Even 
though [the performance] was non-verbal — because of the magic of live 
music and live singing, it just gave them a huge link to Korean traditional 
performing styles like p’ansori. You know that p’ansori is always performed 
with one drum […] so [Korean audience members] actually immediately 
linked [the work] to our old culture and art — and han too. They just 
started sobbing and they immediately recognised all of the [traditional 
Korean] movements that we had linked to, [and the way that they] worked 
together with the singing and music.
(Y. Park, in interview, May 7 2013)
Han is a complex phenomenon, as much a historical memory as an emotional state tied 
to culturally Korean notions of grief and longing (see also p. 30). As a director, it was 
interesting for me to hear the word used in the vocabulary of Korean audience members 
as they discussed the work — whilst I had knowledge of han and some insights into the 
ways that it intersected p’ansori practice through my training at the National Changgeuk 
Company of Korea, I had not addressed han specifically in the construction of Deluge. 
I found it especially interesting that some Korean audience members saw han as being 
embodied by the interaction between the dancers and Jana’s contemporary vocal manip-
ulation (during the section entitled Poseidon), rather than specifically in Younghee’s p’an-
sori voice.
So everybody said that it was so powerful. Not only because I sang the 
funeral song [from the p’ansori epic Shimch’ŏngga], they felt it from 
Poseidon - or actually just before Poseidon. One of the [Korean] audience 
members said that [at that moment] their heart was beating really fast.
(Y. Park, in interview, 17 May 2013)
Although the source of this impression of the audience reception of the work is anecdotal, 
it had profound effects on the way that the project participants perceived the work, as evi-
denced by Younghee’s recollections of this cycle of practice two years later. As a director 
these responses gave me the sense that the combination of Korean and Australian bodies, 
voices, cultures and performance practices appeared to have created a performance aes-
thetic that was not being read as homogeneous, but as nuanced and diverse.
4 .3 .6 Findings: Reinforcing Boundaries
During the period of reflection and analysis of the Deluge project conducted after Cycle 5, 
I reconsidered each creative development period using the various taxonomies of inter-
cultural performance practice outlined in Chapter 3 (see p. 35). Deluge, at the time 
of its first showing in 2011 could be best described as sitting within Grau’s (1992, p. 15) 
second category of intercultural art: a creole that mixes Western training with whatever 
competency in non-Western forms has been acquired. The performance also had much 
in common with Fischer-Lichte’s (2009, p. 400) description of “intercultural” or “hybrid” 
works as “a mixture of things that do not essentially belong together”. Grau (1992, p. 9) 
writes that this kind of reliance on a “juxtaposition of cultures” has limited use in artistic 
practice, an observation which was borne out during this cycle in the way that the wider 
goal of developing a transformative physio-vocal practice was undermined by the con-
stant, but unintentional reinforcement of the boundaries between different performance 
practices and forms of cultural expression.
Conflicts and misunderstandings around the nature of the roles of director, pro-
ducing partners, co-devisors, and dancers were revealed in debriefing discussions, and 
in interviews conducted during later cycles. These concerns were compounded by the 
inscription and re-inscription of the divide between the Korean and Australian mem-
bers of the team through the reinforcement of a teacher/student dynamic; as well as divi-
sions between the dancers and the musicians which contributed to the development of a 
fragmented product by a fragmented team. Fischer-Lichte (2014, p. 14) saliently signals 
this shortcoming by writing that “[n]umerous contemporary performances that inter-
weave cultures fail because they reiterate and reaffirm forms of representation and/or 
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configurations of power that can only be described as neocolonial, imperialistic, and/or 
racist.”
Fischer-Lichte’s (2009, p. 399) description of the possibilities of transcultural per-
formance was a major influence on the design of this first creative development. The 
explicit focus on cultural exchange as a model of best practice however, meant that the 
project existed in something closer to a multicultural environment, where the distinctive-
ness of culturally specific experiences are preserved (Cuccioletta, 2001, p. 5). 
The interim findings of this cycle were that it was necessary to clearly understand 
the cultural and interpersonal dynamics that shaped the collaborative environment of 
the Deluge project in order to mitigate interruptions at sites of transcultural potential. 
Without effective processes of intervention at these sites, the future of the collaboration 
was unclear. In preparation for the next cycle of practice, I began to plan for the develop-
ment of a more effective transculturally collaborative model.
4 .3 .7 Source-work: Building a New Model of 
Transcultural Competency
After completing the first cycle of creative practice, I conducted a period of literary and 
contextual review focused on existing approaches to collaborative art production in 
culturally and linguistically diverse environments. The material gathered in this review 
influenced my critical reflections on Cycle 1 as I focussed on identifying ways that crea-
tive processes could shift in order to enhance the “human flourishing” (Ghaye, 2010, p. 1) 
of my collaborators, and ensure the longer term success of the Deluge project.
Fischer-Lichte (2009) writes that transcultural performance practices can model 
alternative, inclusive social structures. This was an idea that had first been introduced 
to me by Roger Rynd, and the protocols, shared vocabularies, and working processes he 
and Catherine accumulated during their long history of working as oegugin (foreigners) 
in Seoul were an invaluable resource for me in establishing my independent practice. 
Simons et al. (1993, p. 149) have written that although “[e]very organization that exists 
for more than a short period of time develops a culture”, that “[f]lexibility is an important 
part of the resiliency that we need in order to acculturate to each other’s differences and 
learn the ‘language’ we need to enter our common future”. The assumption that I held at 
the outset of Cycle 1, that I was competent to facilitate collaborations in culturally and 
PHOTO 24 Rehearsal - Deluge Cycle 1. Photo: FenLan Chuang (2011)
Pictured (L-R): Park Younghee, Jeremy Neideck,  
Tak Hoyoung (foreground), Terry Hesketh, Stuart Clifford (background)
linguistically diverse environments due to my historical participation in such projects, 
was dangerous as it did not acknowledge the individual contributions that each partici-
pant would make to the weaving of the performance. It became necessary to find the lan-
guage and frameworks associated with decolonising, and democratising, using the idiom 
offered by Simons et al., the reweaving of our organisational fabric.
Where Grau (1992, p. 19) identifies the key to successful collaborations between 
culturally and linguistically diverse artists as finding clarity around “cultural bounda-
ries in aesthetic communication”, Carroll and Gantner (2012, p. 13) add that “respect 
for each partner’s creative and administrative contribution mean[s] problems can be 
foreseen and overcome”. This is a point also raised by Eckersall (2004, p. 43) as a way 
of not only ensuring cohesion in the partnership, but in order to avoid the “pitfalls of 
past ‘trendy’ intercultural activities”. Eckersall writes that it is imperative to thoroughly 
negotiate the direction of the project, and to discuss the limits and capacities of the team 
and the project overall — ensuring that the work survives over a long time-scale. Carroll 
and Gantner (2012, p. 12) identify people and partnerships as the “critical ingredients” 
for international exchanges, and that the combination of these two elements “generate the 
creative product”. They also note that genuine partnership leads to “surprising results”, 
and “new ideas and new works”.
The focus on cultural and skills exchange had been a major factor in the re-in-
scription of cultural differences between members of the Deluge team. This approach 
worked directly against Fischer-Lichte’s (2009, p. 400) description of the potential of 
transcultural practice to realise a new reality in performance as a site of “in-betweenness” 
by interweaving cultures without “erasing their differences”. In order to address this, I 
made the decision to move away from cultural and skills exchange as a practical model of 
collaboration, toward finding ways to encourage “communicative relationship[s] between 
different cultural forms” (Grau, 1992, p. 19).
In searching for additional resources to help construct a new approach to this 
process, I discovered Richard Slimbach’s (2005, pp. 206-207) description of six core com-
petencies for the “transculturally-competent person” gleaned from the fields of “social 
anthropology, intercultural communication, and international education”. The articu-
lation of these competencies by Slimbach resonated with me personally, as well as in 
my role as artist and researcher. No singular aspect of Slimbach’s framework seemed 
ground-breaking, however the way that they were articulated together with pragmatic 
suggestions on implementation made them easy to communicate to my collaborators, 
and meant that they became useful tools with which to evaluate my practice, and identify 
the ways I could improve — generally as a person caught between cultures and countries 
— and as an artist facilitating transcultural projects.
FIGURE 7 Slimbach’s transcultural competencies
(adapted from Slimbach, 2005, pp. 206-207)
PERSPECTIVE CONSCIOUSNESS
the ability to question constantly the source of one’s cultural 
assumptions and ethical judgments, leading to the habit of 
seeing things through the minds and hearts of others.
ETHNOGRAPHIC SKILL
the ability to observe carefully social behavior, manage stress, 
and establish friendships across cultures, while exploring issues 
of global significance, documenting learning, and analyzing 
data using relevant concepts.
GLOBAL AWARENESS
a basic awareness of transnational conditions and systems, ide-
ologies and institutions, affecting the quality of life of human 
and non-human populations, along with the choices confront-
ing individuals and nations.
WORLD LEARNING
direct experience with contrasting political histories, family 
lifestyles, social groups, arts, religions, and cultural orientations 
based on extensive, immersed interaction within non-English 
speaking, non-Americanized environments.
FOREIGN LANGUAGE PROFICIENCY
a threshold-level facility in the spoken, non-verbal, and written 
communication system used by members of at least one other 
culture.
AFFECTIVE DEVELOPMENT
the capacity to demonstrate personal qualities and standards 
“of the heart” (e.g., empathy, inquisitiveness, initiative, flexibil-
ity, humility, sincerity, gentleness, justice, and joy) within spe-
cific intercultural contexts in which one is living and learning.
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4 .4 Cycle 2: TransLab February 2012
During the period of reflection and analysis undertaken after the first cycle of creative prac-
tice, two clear goals for Cycle 2 were established. The first of these goals was to strengthen 
the transculturally collaborative environment in which Deluge was being developed by 
implementing suggestions and protocols gathered as part of the literature and contextual 
review. The second goal was to establish clear methodologies for the development of a 
transformative physio-vocal practice that combined aspects of butoh and p’ansori. The 
focus of Cycle 2 was moved temporarily away from the development of Deluge as a work 
of performance and toward the tackling of these goals with a smaller group of collabora-
tors in order that any findings could later be tested on a larger ensemble.
To reflect these shifts, Cycle 2 was titled TransLab4, and consisted of an 8-day 
laboratory at The Range Scout Den at Montville in the Sunshine Coast Hinterland, on the 
boundary of the Kondalilla National Park. The participants in this cycle were Younghee, 
Hoyoung, and myself. After the first laboratory period in Montville, we relocated to the 
Woodward Theatre at QUT, where we presented the outcomes of our research in the 
format of an open workshop for invited peers and mentors5.
As with Cycle 1, the primary reflective practice tools employed in this cycle were 
notes and journal entries generated in my role as director. The outcomes and findings of 
this cycle of practice marked a significant creative and collaborative shift in the project. 
Due to the fact that both Hoyoung and Younghee made reference to these shifts in their 
interviews conducted during Cycles 4 and 5, this interview data has been included in the 
following analysis.
4 .4 .1 Approach: Applying Transcultural Competencies
In light of the findings of Cycle 1, rather than adopting cultural and skills exchange as a 
model of best practice, I attempted to find ways to encourage Slimbach’s (2005) transcul-
tural competency of “perspective consciousness”, or the ability to see things “through the 
minds and hearts of others” as a fundamental condition of the collaborative environment. 
I was collaborating with Korean artists who had specific and transferable knowledge of 
4 For transformation/transcultural laboratory.
5 A this time, the production and management of the Deluge project also 
transferred from Red Moon Rising to Motherboard Productions.
PHOTO 25 Poseidon - Deluge Cycle 1. Photo: FenLan Chuang (2011)
Pictured (L-R): Jana Penshorn, Terry Hesketh, Park Younghee
culturally specific forms of expression and in order to attempt a greater consciousness 
of their perspectives, I took Grau’s (1992, p. 19) advice to allocate time at the start of the 
cycle for clarifying issues dealing with “cultural boundaries in aesthetic communication”. 
The hypothesis was that by considering the aesthetic goals of the Deluge project from a 
perspective that took into account historical perspectives and sociopolitical concerns, the 
transition into a studio-based exploration of butoh and p’ansori would be grounded in a 
shared experience of Slimbach’s (2005, p. 206) “perspective consciousness”.
4 .4 .2 Interruption at the Sites of Performance Practices 
and Forms of Cultural Expression
Interweaving diverse performance practices and forms of cultural expression such as 
butoh and p’ansori relies on not only sharing and learning their aesthetic signifiers, but 
understanding the cultural and historical contexts, and ontological concerns that under-
pin them. After arriving at the Scout Den and preparing a meal together, the first evening 
of the laboratory was spent discussing these factors as they related to my understanding 
of butoh. It became apparent over the course of this conversation that neither Younghee 
or Hoyoung actually enjoyed watching or performing butoh. This was something that I 
had previously been aware of, but had not been able to reconcile with the commitment 
that they had made to continue collaborating with me on the development of Deluge. In 
interview during Cycle 4, Younghee explains that her early feelings toward butoh were 
guided by her impression that it was a performer-centred practice that didn’t respect or 
consider its audience:
Honestly speaking, I didn’t know much about butoh at all. I had seen a 
couple of video clips, and I had heard about butoh from my seniors — but 
the image of butoh work and the training process about butoh work. Maybe 
also - I don’t know — maybe I had a big prejudice about Japanese tradi-
tional arts - I don’t know. Honestly speaking, every information was mixed 
together and gave me a huge prejudice. So I didn’t know much about butoh 
and I didn’t even want to know about butoh because I thought it looked 
very weird and strange, and I couldn’t find any beauty from that. And I 
thought also that it would be very hard to communicate with the audi-
ence through that form of movement, because I couldn’t find any contact 
moments with the audience.
(Y. Park, in interview 17 May 2013)
PHOTO 26 Kondalilla Falls - TransLab Cycle 2. Photo: Jeremy Neideck (2012)
Our conversation on the first night of this laboratory touched on the fact that Younghee 
and Hoyoung’s perception of butoh was informed by historic cultural prejudices, and 
the performance qualities that they valued due to their training in Korean performance 
practices and forms of cultural expression. Several months before the start of the cycle, 
all three of us attended A Dance for All Seasons, a solo butoh work by Helen Smith - a 
dancer who has lived between Australia and Japan for many years. Both Younghee and 
Hoyoung had enjoyed the performance, but we hadn’t had time to discuss it at length. 
As we now reflected on that experience, both artists revealed that they had been aston-
ished by Helen’s ability to draw the audience into her world and connect with them, while 
remaining cemented in her butoh practice.
Her performance actually turned ‘upside-down’ my prejudice. I mean, as a 
performer she was absolutely beautiful. Watching her, it was stunning. But 
even though when she made her internal gaze, I felt strongly connected 
with her performance. You know, many butoh performers — there are lots 
of abstract images, or feelings of abstract images there. So it is sometimes 
quite difficult for the audience. [It] puts the audience into a very difficult 
position. But I felt that, for the first time — even though [the work was] still 
abstract, it was understandable. I found that suddenly I realised my brain 
had started to pull out common themes, or similar memories? Or create an 
imagination that matched with her performance. So it was a very surprising 
experience. I thought “ah, it is actually possible, even though performers 
don’t look at the audience in a direct way, we can still make a very strong 
connection together, and we can communicate with each other”. So, yeah it 
was a very good experience — it changed my thoughts about butoh.
(Y. Park, in interview, 17 May 2013)
Rather than holding opinions based on what I assumed was a subjective rejection of 
butoh’s aesthetic tropes, Younghee and Hoyoung’s reluctance seemed to be embedded in 
a culturally specific consideration of the audience. Many Korean performance practices 
trace a lineage back to shamanic ritual, where supplicants are the supreme focus and 
audience members are constantly encouraged to participate (B.-H. Lee, 1997b, p. 53)6. 
As Cycle 2 progressed, discussions surrounding the possible connections between butoh, 
p’ansori, and shamanism began to influence our physical explorations, as did the parallels 
between the role of the performer in theatre, and the mudang, or shaman, in Korean ritual 
culture. I was aware of some of the connections made between butoh and shamanism in 
the English-language literature (Fraleigh, 2010), however it was clear that I needed to 
6 This is discussed further in Chapter 3 on p. 28.
better understand the performance practices and forms of cultural expression, as well as 
the ontological concerns and concepts of body, mind, space, and time which were tac-
itly understood by my Korean collaborators in order to more effectively facilitate future 
cycles of the project.
4 .4 .3 Intervention at the Sites of Performance Practices 
and Forms of Cultural Expression: Establishing and 
Interrogating Vocabulary
By undertaking these discussions that interwove my understanding of butoh technique 
and philosophy with the ontological concerns that underpin the spiritualities, philoso-
phies, and performance traditions of Korea, my collaborators and I were able to identify 
certain performance qualities that we felt were important to pursue in the development 
of Deluge.
Firstly, we decided that we wanted the audience to feel as if they were being ‘drawn 
in’ to the work, without the existence of obvious signs that the performer was ‘reaching 
out’ toward them. Younghee used the word ‘hook’ to describe the ways that performance 
can connect to an audience, and this provided one of the first pieces of vocabulary of our 
collaboration. Collecting and interrogating such pieces of vocabulary in respect to their 
historical contexts, connections to culturally specific ontological concerns, and concepts 
of space, time, body and mind became a reoccurring task, and provided fertile ground for 
studio-based exploration.
Our discussions around butoh practice drew heavily on Akaji Maro’s essay Creating 
Butoh Drama (2008) which outlines three basic principals that Akaji employs in the cre-
ation of work for Dairakudakan7.
One is collecting the elementary movements to develop one’s awareness of 
daily behaviour. The second principle is the idea of a body that is possessed 
by something or someone. The last, but not least, important principle is that 
the body is not separate from the space around it. The qualities inherent in 
the surrounding space became part of the body.
(Akaji, 2008, p. 1)
As we discussed this ontological position, parallels began to emerge between butoh and 
the concepts of possession and transformation that underpin Korean shamanic practice. 
7 I received a copy of this essay whilst training with the company in 2008.
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Primary among these concepts was a sense of the facilitation of communication between 
the physical and spiritual, or the visible and invisible worlds. One of the core principles 
of Akaji’s approach is the relationship between teburi and miburi: characterised as the 
two possible forms of human movement (2008, p. 1). Teburi are those movements “led 
by our hands” — the logical, convenient and fundamental motions by which humans 
grasp tools, gesture to one another and carry out all manner of civilised activity. Miburi 
however is movement that is “unconsciously taken or led by us that does not possess any 
purpose or meaning” (Akaji, 2008, p. 1). Akaji describes a metaphysical dichotomy drawn 
between the conscious and unconscious world, the bright and the dark, the inside and 
outside, separated by a ‘crack’ or a point of rupture.
The parallels between a butoh dancer who is able to prise open the doorway into 
the unconscious, invisible world, and the shaman who is able to “see what is hidden 
and invisible” and communicate with the supernatural world (Eliade, 1964, p. 509) also 
provided much material for discussion during this cycle. Connections started to form 
between this idea and the description of salp’uri as a cycle of compression and rupture 
(King 1983, p. 68), culminating in the ecstatic catharsis of shinmyŏng through which con-
nections to the spiritual realm are made possible (Lee 2004b, p. 46). 
Similarities between Japanese and Korean concepts of space and time began 
to emerge as we investigated the interconnected ideas of ‘empty’ or ‘negative’ spaces 
of potential. The vehicle for this investigation was another of the metaphors central to 
Akaji’s butoh method as I understood it — that of the Space Body, or the idea that “the 
body is not separate from the space around it” and that the “qualities inherent in the sur-
rounding space became part of the body” (Akaji, 2008, p. 1). This metaphor hinges on the 
specifically Japanese concept of ma, a richly ambiguous term which dictates that spiritual 
power is revealed “in the gaps and intervals of time, space and being” (Pilgrim (1995) 
in Stock, 2005), and Younghee and Hoyoung were able to draw connections between it 
and the similar Korean concept of yŏbaek. Akaji’s description of Space Body detailed the 
idea that, rather than the body existing as separate from the space outside of it, that both 
aspects of the body are identical and that the audience’s eyes are merely tuned see the 
human-shaped slice of space that actually extends on an infinite plane in all directions.
Making these links between butoh and Korean philosophy and performance cul-
ture was a major turning point in the process, and there was an overwhelming sense that 
I had finally captured the imaginations of my collaborators, and in doing so, discovered 
points of interest that we all wanted to explore. The pursuit of ways to physically inves-
tigate this threshold between worlds in training and performance became one of our 
primary challenges for the remainder of the laboratory.
4 .4 .4 The Emergence of an Image-Based Approach to 
the Voice
In contrast to the approach I took in the previous cycle, I made clear to Younghee and 
Hoyoung during Cycle 2 that I thought the image-based approach to physical movement 
that we were exploring held great potential as a template for voice production. In response 
to this, Younghee prepared a series of vocal explorations focused on finding ways to repli-
cate basic p’ansori-style vocalisation by employing the imagination. 
The aim of using an image-based approach was to find ways to approximate 
shigimsae, or the process of acquiring the “harsh and thick” p’ansori aesthetic (Howard, 
2006, p. 60) in the absence of the multiple cycles of voice-breaking that are generally 
accepted as the norm for aspiring p’ansori singers. Choi (2007, p. 66) writes that it is 
shigimsae that is directly implicated in the internalisation of the catharsis of shinmyŏng. 
Taking into account the future inclusion of performers who may not be familiar with 
these culturally Korean ideas, Younghee attempted to employ images that she believed 
invoked human experiences of nature in order to work towards kŭnŭl, the complex vocal 
quality that evokes han and stimulates the collective, transcendent aesthetic experience 
of shinmyŏng.
I thought I should actually approach it in a slightly different way — not just 
using a traditional p’ansori method. I thought maybe I should just try it a 
different way. So, it was more like pulling or scratching each of you from 
the bottom of your heart, or the bottom of the soul. And it worked quite 
well. I remember the day that you two made a proper “vomit sound” for 
example. It was a big surprise moment for me because I know you, and 
I know Hoyoung. To make that kind of sound at that volume is not just 
breaking your voice — actually it is the moment [when you need to] break 
down the wall in your heart — it requires huge braveness.
(Y. Park, in interview, 17 May 2013)
These sessions took place in the studio, and in the natural surrounds available to us at 
Montville. By venturing into the Kondalilla National Park, we were able to take images 
from the natural environment to incorporate into the vocal and physical work we were 
exploring. It was also an opportunity for us to engage in the long established tradition in 
p’ansori practice of singing at the base of a waterfall in order to attempt to project the voice 
above it (K.-H. Kim, 2008b, p. 53).
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4 .4 .5 Findings: Balancing Cultural, Relational, and 
Aesthetic Concerns
An entry in my practitioner journal made just prior to Cycle 2 reads:
In order to arrive at some kind of unified style, we are going to have to 
deconstruct each of our practices and let go of our egos.
(J. Neideck, journal entry, 6 February 2012)
These words served to foreshadow the findings of this cycle: that by shifting attention to 
the health of the collaborative environment, the act of performance creation gave way to 
an active negotiation of our relationships to each other and to the form and content of 
the work. Rather than requiring all members of the ensemble to acquire competence in 
the basic techniques of butoh and p’ansori, we were attempting to, in the words of Fischer-
Lichte (2009), describe a new performance reality that interweaves elements from both 
practices.
The result of this shift in tactic was that we were able to start developing a range of 
training protocols that allowed for improvement in vocal flexibility and expression, and 
for conditioning the body to be able to sustain vocal production while moving dynami-
cally. The training exercises and performative experiments conducted during the labora-
tory resulted in shared experiences of the performance qualities and aesthetic hallmarks 
that we had deemed as essential to the performance of Deluge. Many of these performance 
experiments involved embodying and vocalising the channelling of invisible forces such 
as energy, images, and emotions. This led to a palpable sense of excitement amongst the 
participants as we found ourselves, in the words of Fischer-Lichte (2009, p. 392) “co-de-
termining the performance, and being determined by it”.
The unexpected experiences of cultural difference that were the hallmarks of 
the collaborative environment of Cycle 1 were partially mitigated in Cycle 2 by strictly 
adhering to open modes of communication and by working to clarify issues dealing with 
“cultural boundaries in aesthetic communication” (Grau, 1992, p. 19). The collaborative 
environment that resulted resembled that of cross-cultural arts practice as described by 
Lo and Gilbert (2002, p. 31), one which encompasses “practices characterized by the con-
junction of specific cultural resources at the level of narrative content, performance aes-
thetics, production processes, and/or reception by an interpretive community”. By start-
ing to consider the ways that the audience were eventually going to experience Deluge, 
PHOTO 27 P’ansori class at Kondalilla Falls - TransLab Cycle 2. Photo: Jeremy Neideck (2012)
Pictured: Park Younghee
we had started to make decisions regarding what was and was not important to the work.
This cross-cultural environment functioned as a useful steppingstone for the 
Deluge project, as encounters between culturally specific experiences led to a period of 
cultural and skills exchange which, when interrogated, was a catalyst for the project to 
move toward a more transcultural ideal.
4 .4 .6 Source-work: Formulating an Embodied Approach 
to Metaphor
Searching for useful language to articulate the way meaning could be conceptualised from 
Cycle 2 led me to review literature connected to physical actor training, and in particular 
Zarrilli’s (2007, p. 636) description of performance as “psychophysiological process, the 
embodiment and shaping of ‘energy’”. This literature provided the basis for my prepara-
tions in advance of the third cycle of creative practice.
During Cycle 2, one of the most rewarding sources of investigation had been 
the nature of the performer’s relationship with the audience and the observation that a 
Korean mudang seems to ‘keep one eye open’ in order to assess the effect of their ritual 
on its supplicants, which became a central meme in our collaboration8. Gaskell (2011, p. 
54) has outlined this type of obervation as being “the fundamental paradox of acting” — 
the phenomenon of being “in the moment” while simultaneously having to gauge and 
control the effects of one’s performance. This paradox can also be described as the tension 
between the demands for emotional “‘truth’, ‘honesty’ or ‘believability’”and the “double 
consciousness” of the actor. Gaskell quotes Rosenthal (2002) in describing the audience’s 
perception of “real emotion” in an actor as being merely the energy generated by meeting 
the very challenge of performing, “the anxiety, excitement, and/or tension an actor expe-
riences in ‘going for it’” (Gaskell, 2011, p. 53).
Barba (2002, p. 241) rejects that there is a direct correlation between “what the 
actor feels and does, and what the spectator experiences” but puts forward that can be an 
“encounter” between them. The efficacy of this encounter, in Barba’s view, determines the 
“meaning and value” of a performance, depending on what they describes as the “organic 
effect”.
8 See p. 63 for a longer discussion.
PHOTO 28 Hidden Land at the Floating Land Festival. Photo: SCRC (2011)
Pictured: Park Younghee
Organic effect means the capacity to make the spectator experience a body- 
in- life performing real actions, maybe not intelligible but coherent. The 
actor’s main task is not to be organic, but to appear organic to the eyes and 
senses of the spectator.
(Barba, 2002, p. 241)
It is especially in the field of actor training that Eastern forms are mined for their per-
ceived ability to imbue actors with the metaphysical qualities of presence, energy and 
focus. This is seen in Zarrilli’s (2002) account of the development of an actor training 
method in concert with A.C. Scott, grounded in the work of Copeau and based on Asian 
martial arts and forms of meditation. Zarrilli identifies the main focus of their training 
program as achieving “stillness at the centre”, and working towards a “psychophysical 
state of readiness, impulse and action” (p. 181). Zarrilli characterises this struggle as an 
attempt at working beyond the mind/body split, first described in the West by Descartes, 
which pervades much of Western philosophy and has far-reaching consequences in the 
training of performers in Western traditions.
Carroll and Gantner (2012, p. 5) reinforce Zarrilli’s (2002) view of Asian styles 
of performance and performance training as being useful in the Australian context for 
their “focus on the refined movement of the performer” and that the semiotic process in 
forms where the performer has a highly virtuosic level of skill in temporally or spatially 
esoteric settings, is an “aspect for both audience and performer to anticipate, judge, and 
enjoy”. Carroll and Gantner once again head off an Orientalist reading of these assertions 
by invoking Said’s (2003) own observation that the European colonial impulse has always 
tended to reinforce an emphasis on rational modes of artistic expression, and “scorn the 
nuances of other levels of expression, thinking and performance” (2012, p. 5).
Lima et al. (2004, p. 1208) make a strong claim that embodied experience is 
one of the most significant motivations for metaphoric language. Gaskell (2011, p. 53) 
strongly mirrors this by asserting that acting is an inherently metaphoric activity and 
points towards this as a key to why Asian forms are so often co-opted in the search for the 
“ineffable mystery of acting”. They assert that acting methods could best be described as 
rhetorical devices, constructed by language, and largely indecipherable to those outside 
of their specific target community. In this usage, Gaskell defines metaphor not only as 
a means to convey truth, but also to “invent meaning” (p. 56). They document several 
approaches to the construction of effective metaphors for actors, dividing them into two 
“contrasting but sometimes overlapping” fields. The first is described as pseudoscientific. 
These approaches employ tropes such as perceivable divisions between “right brain/left 
brain” or “front brain/back brain”. The second field is described as “the mystical” which 
delves into “hypnosis, “shamanism” and “trance” — using language such as “possession”, 
“being” and “transformation”. Gaskell identifies in both an “attempt to construct the mind 
as something in need of healing, in need of making whole”. They also give an account of 
actors who employ a “shamanic” approach to acting, that describe themselves as having 
“a heightened consciousness” of what they are doing, finding themselves in a place where 
“time ceases to exist” (p. 59). Gaskell identifies this “trance-like state” as closely aligned 
to Csikszentmihalyi’s concept of flow, or “the state where action and awareness merge, 
destroying a dualistic perspective: a performer becomes aware of [their] actions, but not 
of the awareness itself ” (Klein, 1995, pp. 1-2 in Gaskell, 2011 p. 59).
This trance-like state that bridges the conscious and unconscious mind is also 
documented by Barba (2002, p. 243) as existing in the performance forms of the Afro-
Brazilian, Balinese and Korean traditions, where “trance is a common and recognizable 
event” and so it is “usual to turn to the vocabulary of possession” as a way to rationalise 
the physical transformation that performers undergo. Barba describes the experience of a 
performer in the Afro-Brazilian dance traditions that have emerged from the Candomblé 
religion as one where the performer “has a distinct sensation of manipulating something 
unknown”, that the transformation does not “depend” on them (Barba, 2002, p. 243). In 
an interesting connection to this study, Barba acknowledges connections between shin-
myŏng and this process of the “entering of the spirit into a human being” (2002, p. 243).
Gaskell (2011) goes to great lengths to pull apart several of the more “New Age” 
approaches to acting, especially those that are advertised online and in self-help manuals. 
Whilst Gaskell finds that the language of these approaches is invariably metaphoric, the 
outcome is geared less towards the actor as an artist in relationship with an audience, 
and more towards the actor as a human being in need of healing; that “compulsively and 
therapeutically concerns itself with self expression” (Carnicke (1999) in Gaskell, 2011, p. 
63). Gaskell’s description of the process of acting as a rhetorical metaphor is foreshad-
owed both in Barba (2002), and in Zarrilli’s outline of their own practice in An Enactive 
Approach to Understanding Acting (2007). Barba (2002, p. 245) describes the way that the 
performer grapples with the “unseen” element of their craft in terms of the creation of a 
“subscore” which “breathes life into what the spectator sees”. 
Zarrilli succinctly articulates the process of training an actor in similar terms 
to those that apply when training a butoh dancer; by considering the performer as “a 
‘gestalt’—a human animal inhabiting a specific performance environment” and that train-
ing should provide “a practical, experiential means of attuning their perceptual awareness 
so that they are able to be immediately responsive and sensitive to the performance envi-
ronment shaped by a particular dramaturgy” (2007, p. 646).
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[…] an actor’s performance score is a structure that is available to the actor 
as a certain range of possibilities based on the aesthetic logic of a particular 
dramaturgy. The details of this score are not present to our experience as 
a representation, but as a set of accessible possibilities for realization or 
actualization.
(Zarrilli, 2007, p. 646)
Zarrilli constantly places the lived experience of the actor at the centre of the process, 
valuing their energetic connection to the performance rather than insisting that the actor 
represent a certain meaning. “Meaning and representation may present themselves to 
the viewer or critic of a performance, but they are the result of the actor’s immediate 
energetic engagement in the act of performance and the spectator’s experience of that 
performance” (Zarrilli, 2007, p. 647). Zarrilli talks explicitly about what happens during 
the process of embodying a paradigm of practice. Their first point is that “the shape and 
feel of a practice are not derived from or intrinsic to the sensations per se, but rather are 
gained from what becomes an implicit sensory, embodied knowledge of the organization 
and structure of sensation-in-action” (2007, p. 644).
Having established the appropriateness of a metaphoric approach to constructing 
environments in which performers are able to embody invisible forces and impulses and 
display esoteric qualities such as energy, and watchability, it became necessary to identify 
a physically practicable definition of metaphor to help in decoding and analysing the 
relationships between the different cultures, practices, forms, and philosophies that have 
contributed to the development of the Deluge project.
4 .4 .7 Conceptual Metaphor Theory
George Lakoff and Mark Johnson in their seminal text Metaphors To Live By (1980), draw 
on a base of linguistic evidence to propose a distinction between a classical view of meta-
phor as “a device of the poetic imagination and the rhetorical flourish” and a new theory 
of metaphor that recognises its pervasiveness in “everyday life, not just in language but 
in thought and action” (Lakoff & Johnson, 2003 ch. 1 ¶ 1). Lakoff and Johnson rejected 
the traditional notion that metaphor is primarily employed by a special class of language 
users (namely poets and artists) as a method of representation or suggestion, contending 
that “the essence of metaphor is understanding and experiencing one kind of thing in 
terms of another” (ch. 1 ¶ 9), and that “our ordinary conceptual system is metaphorical 
in nature” (¶ 4). These assertions have gone on to define the field of cognitive linguistics 
(Kövecses, 2002 p. xi) and have given rise to Conceptual Metaphor Theory (CMT) which 
is employed in disciplines as diverse as the philosophy of science, religion, psychology, 
politics, and literary studies (Lakoff & Johnson, 2003), representing the current and dom-
inant framework in academic studies of metaphor (Gibbs, 2011, p. 530). Rather than com-
pletely supplanting the literary view of metaphor, Lakoff and Johnson’s ideas attempted 
to shine a light on how and why literary metaphors exist, suggesting that the underlying 
thought processes of humans form a systematic metaphoric structure by which concepts 
can be understood (2003 ch. 1 ¶ 11). 
Conceptual Metaphor Theory (CMT) provides for the description of systematic 
relationships between different domains, as well as pointing towards ways that conceptual 
spaces can be built that allow for the articulation of more complex realities. Metaphors 
such as making art is a journey can be understood as ‘structural metaphors’ in that 
elements of the structure of the source domain journey can be mapped systematically 
— providing a “rich knowledge structure” (Kövecses, 2002, p. 33) for the target domain 
making art. The framework that supports these structural metaphors however is reliant 
on the existence of other more simple and general kinds of metaphor such as ‘orienta-
tional’, ‘ontological’, and ‘image’ metaphors.
Phillips (2014, p. 291) illuminates this by employing the “physical patterning” of 
the action of skipping, and in particular the way that it “tinkers with the fundamental 
binary [of bipedal locomotion]” as a structural metaphor for the way in which knowledge 
is unstable, and “infused with time and sensation” (p. 292). Although the key compo-
nents of CMT have been proposed by a wide range of thinkers over the preceding mil-
lennia, the novelty in Lakoff and Johnson’s proposition was that it covered a large range 
of issues relating to metaphor including its systemicity, relationship to other tropes (such 
as metonymy and simile), its cultural specificity, application to diverse discourses, and 
most interesting in terms of this study: the possibility of metaphorical realisations that are 
non-linguistic and embodied (Kövecses, 2002).
More recent attempts by Fauconnier and Turner (2002) to describe the combi-
nation of concepts on more than a direct domain a is domain b basis has given rise to 
the description of the cognitive mechanism of blending, contributing to a networked 
model of conceptual integration. This model has provided a useful mechanism for the 
description of the ways that performance practices and forms of cultural expression such 
as butoh and p’ansori may be combined in performance.
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4 .4 .8 The Transcultural Potential of Culturally Specific 
Performance Practices
Although compiling the embodied and performative metaphors that had been of most 
use to us in the generation of a physio-vocal practice during Cycle 2 was relatively simple, 
any explanation of the ways that these metaphors were linked relied on the amorphous 
idea that both of the performance practices in question were linked to shamanism as a 
form of cultural expression.
By leaning on CMT however, it is possible to start to understand some of the ways 
in which p’ansori, shamanism, and butoh, are specific experiences of the sites of trans-
cultural potential of ‘performance practices’ and ‘forms of cultural expression’, and ways 
that they are connected — not through direct domain a is domain b relationship, but 
through the blended and generic conceptual spaces suggested by Turner and Fauconnier’s 
(2002) networked model of conceptual integration.
Direct connections can be made between the three ‘input spaces’ of p’ansori, butoh, 
and shamanism. P’ansori and butoh have arisen from very specific cultural backgrounds, 
and shamanic rituals and systems of belief are also specific to the cultural contexts in 
which they are practiced. Shamanism and butoh both imbue an experience of the liminal, 
with shamanism, as a metaphysical form of cultural expression pushing further into the 
realm of the spiritual, and butoh exploiting an imagined interface between the visible 
and invisible into production of a grotesque performance aesthetic (Fraleigh, 2010). Both 
p’ansori and Korean shamanism involve extensive use of the voice, with p’ansori using it in 
the pursuit of an overarching narrative.
As well as simply describing links between these input spaces, a networked model 
of their integration imagines that connections can also be made in a separate ‘generic 
space’ which allows for these elements to be conceptualised in essential, rather than spe-
cific terms. An example of this general or essential form of connection is that p’ansori and 
shamanism both employ the human voice, even though their specific uses of the voice are 
unique. In another example, all three have a relationship with a third party in the form of 
audience members (in butoh and p’ansori) or supplicants (in shamanism), even though 
the terms and qualities of these relationships are unique to each.
The final component of the networked model is a ‘blended space’ into which ele-
ments are projected from both the input, and the generic spaces. Some of the specific 
and schematic qualities of the inputs are preserved in their entirety in this blended space, 
PHOTO 29 Rehearsal - Deluge Cycle 1. Photo: FenLan Chuang (2011)
Pictured (L-R): Jeremy Neideck, Tak Hoyoung, Park Younghee
such as shamanism’s explicit connection to the spiritual world, whilst others are employed 
in their more essential, or generic forms. Turner and Fauconnier (2002, p. 42) write of 
blended spaces that they “[develop] emergent structure that is not in the inputs”, and 
that the composition of the elements of the inputs in the blend create the possibility of 
relationships between specific and schematic qualities that were not originally available. 
It is important to signpost here the similarities between this description of the blended 
space, and Fischer-Lichte’s (2009, p. 400) description of transcultural practices as holding 
the potential to interweave cultures and generate outputs “beyond the scope of any single 
participating culture”.
As we will see later, this plays out very clearly in the development and perfor-
mance of the scene in the final cycle of Deluge known as Summoning (see p. 69), which 
is built physically on a series of simple images from the realm of butoh, a practice in which 
the voice is not generally considered available as a tool for expression. P’ansori and butoh 
both engage the imagination as part of their performance technique and pedagogical 
approach.
Turner and Fauconnier’s blended space can also be repurposed to illustrate 
snapshots in time that describe some of the ways that collaborators in the Deluge pro-
ject dynamically maintained links between elements of p’ansori, shamanism and butoh. 
For example, during this study it became necessary for Younghee to assist in training 
our performers to approximate a p’ansori voice — a performance practice and form of 
cultural expression that she embodies at an intrinsic level, and has built up over many 
years of practicing repertoire with her masters to attaining the correct kŭnŭl9 through 
the internalisation of imaginative descriptions of the vocal process, and the technique of 
shigimsae10. This embodied patterning is second nature to her, but in order to transmit 
it, she collaborated with me to reframe the p’ansori voice as the result of the manipula-
tion of air and the musculature of the body by external and internal forces — a series of 
techniques and a conception of the body that is elemental to my butoh practice. Through 
training the body to respond to the embodied metaphor of manipulation, we were able 
to begin to develop a vocal practice that drew on understandings of image from butoh, 
without losing sight of our connections to p’ansori.
This contextual and literature review provided a language with which to frame 
the vocabulary generated in Cycles 1 and 2 as a series of metaphors with the potential 
to be used by an ensemble to generate performance qualities such as energy, focus, and 
watchability.
9 Literally “shadow”. In p’ansori, this term refers to the simultaneous holding of opposing 
qualities in the voice. Achieved through the technique of shigimsae.
10 Vocal technique peculiar to Korean music that internalises han and 
adds the unique character of kŭnŭl to the voice.
TRANSLAB VOCABULARY
Teburi-miburi
Hooks for the audience
The space body
The crack moment
The Waterbag
Manipulation
Vocal images
Swallowing and vomiting sadness
“I, You, We”
Kut structure
FIGURE 8 Vocabulary explored during Cycle 2
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4 .5 Cycle 3: TransLab June 2012
The primary goal of the third cycle of creative practice was to test the metaphoric approach 
to combining of aspects of butoh and p’ansori in performance developed during the pre-
vious cycle. Cycle 3 consisted of a week-long TransLab held in June of 2012 at QUT’s 
Woodward Theatre, culminating in the presentation of an open workshop for invited 
peers and mentors. Younghee and Hoyoung were not full-time participants in this cycle, 
however they did contribute by leading training sessions, functioning as consultants 
throughout the process. An ensemble of participants was assembled of Brisbane-based 
performers with various levels of experience in image-based physical performance forms 
such as butoh, Body Weather, and Authentic Movement (AM).
In addition to my director’s journal, documentary data played a large role in the 
analysis of this cycle of practice. After each session I reviewed the audio recordings of the 
daily ding-dongs and unstructured reflective discussions held throughout the day, as well 
as video footage of experiments and exercises in the generation of performance material.
4 .5 .1 Approach: Early Interventions
The approach that I took in facilitating this cycle was to adhere closely to the transculturally 
aspirational processes and protocols developed in previous cycles. These included using 
the ding-dong to communicate regularly with participants, and encouraging frequent 
reflective discourse aimed toward achieving a greater sense of perspective consciousness.
The first laboratory session opened with a discussion of the centrality of active 
listening and reflective practice to the creative process. This discussion then gave way to 
a detailed account of the results of Cycle 2, and in particular the way that links between 
aspects of butoh and p’ansori intersected with the culturally specific concepts of han, shin-
myŏng and Korean shamanic ritual, or kut. Whilst these discoveries were to drive the 
process of investigation, I considered it crucial to communicate with all participants that, 
like Gaskell (2011), I was not interested in constructing a spiritual experience for either 
performers or audience.
PHOTO 30 Summoning - TransLab Cycle 3. Video Still (2012)
Pictured (L-R): Haidee Gaudry, Amy Wollstein, 
Genevieve Butler, Dale Thorburn
4 .5 .2 Interruption at the Site of Forms of Cultural 
Expression: Questions of Authenticity
The first major interruption during this cycle was that neither Younghee or Hoyoung were 
available on the first day of the laboratory, and would only be participating on a casual 
basis for the remainder of the cycle. This meant that it was necessary for me to employ 
methods of exploration and experimentation that did not position me as an expert fluent 
in Korean forms of cultural expression. One of the ways I approached this was introduce 
the idea of ‘I You We’, a concept of relationships in performance that Hoyoung, Younghee, 
and I had been constructing in response to the findings of Cycle 2.
4 .5 .3 Intervention: I You We
In the period between Cycles 2 and 3 Hoyoung, Younghee, and I began to develop a strat-
egy of intervention at the sites of ‘positioning of the audience’ and ‘models of best prac-
tice’. Naming it ‘I You We’11, this strategy was employed in the training of undergraduate 
drama students at QUT in the devising of works of physical theatre12. I You We describes 
the dynamics of the relationships between performer, ensemble, and audience:
The seeds of this approach lie in the traditional Korean performing arts and in particu-
lar masked dance dramas such as Pongsan t’alch’um which are incredibly masterful in 
their rigour, but have a history of being performed without clear distinctions between 
11 A title first proposed by Younghee.
12 At this time we were co-teaching the workshop component of Creating Body - a physical theatre unit in 
QUT’s undergraduate drama program. This enabled us to continue working on our collaborative process 
in a new environment where Hoyoung and Younghee were both able to assume roles as senior artists.
performers and their audience (M.-H. Kim, 1997b, p. 24). P’ansori is another form which 
exhibits an intimate relationship between the performer and the audience, who are con-
ditioned to offer words of encouragement, or ch’uimsae, to the solo vocalist. This is not 
seen as a one-way relationship with the audience doting on the performer. Instead, it is a 
way for the audience to identify more closely with the performer, opening themselves up 
to the cathartic process of shinmyŏng experienced by those on the stage (NCKTPA, 2004a, 
p. 53). These traditions have found their way into contemporary Korean theatre practice, 
and are exemplified in the work of Oh Tae Suk, director of Mokhwa Repertory Company13 
and regarded as one of Asia’s most original working dramatists and directors (A.-J. Kim 
& Graves, 1999). Based on practices taken from madanggŭk (dramas performed in out-
door spaces such as courtyards and marketplaces) and t’alch’um, Oh Tae Suk has pushed 
this traditionally high regard for the audience so far that his actors deliver most of their 
dialogue directly facing them (p. 11). This is not regarded by Oh as direct address, but as 
a re-imagining of the audience as a mirror through which the actors are able to calculate 
the angle of their gaze in order to connect to other members of the ensemble.
During Cycle 3, the training and rehearsal process was structured around the 
idea of articulating which elements of I You We were in play at any one time. Each ses-
sion started with a simple game of REM ball,14 which required the ensemble to work 
together to keep a small paper-and-tape ball off the floor (You). After a meeting where 
the day’s agenda was discussed, the first hour of rehearsal was spent working on a series 
of floor work exercises that have their roots in butoh, traditional Korean martial arts, 
Pongsan t’alch’um, and elements of the Suzuki Method of actor training (I). Time was then 
spent completing exercises and performative experiments ranging from ensemble work 
loosely based on Bogart’s interpretation of The Viewpoints (You) to physical manipula-
tions adapted from techniques common to Body Weather and corporeal mime (I / We). 
Reflective practice techniques were embedded in these laboratory sessions, with frequent 
discussions held between members of the ensemble, framed around sharing experiences 
from the perspectives of the performer and the audience.
13 극단목화. Younghee was a member of this company from 1996 - 2002.
14 This game was always used by Roger Rynd at the start of any project in order to gauge 
the focus and dexterity of an ensemble. I was first introduced to it during my time at LATT 
Children’s Theatre in 2006 where the cast (including Younghee) would sometimes be left 
for hours, attempting to beat the high score of Sadari Theatre Company where Roger 
and Catherine were directing The Cat That Walked By Himself (starring Hoyoung).
FIGURE 9 I You We
I
 
A focus on the self, of physical awareness and discipline 
YOU
 
A keen awareness and connection to the ensemble 
WE
 
A genuine relationship between the ensemble and their audience 
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4 .5 .4 Performer as Mudang and Performance as Kut
The interconnected ideas of performer as mudang (shaman) and performance as kut 
(ritual) became constant threads that ran through the reflective discussions between par-
ticipants of this cycle. Van Zile (1998, p. 148) has observed that the mudang walks a thin 
line between “two states of mind”. The mudang uses the structured movement of the kut 
as a “balancing pole” with which to enter into certain mental and spiritual states, as well 
as to determine if the desired effect is being achieved (p. 155): that the person receiving 
the ritual feel as if the spirits have been placated (Y.-S. Lee, 2004c).
The dual-consciousness of being “in the moment” while trying to gauge the effect 
of one’s performance is seen by Gaskell (2011) as core to the experience of the actor, and 
during Cycle 3 this was often referred to using the trope of ‘keeping one eye open’. In prac-
tice, keeping one eye open in a literal sense is often impossible to negotiate, as the butoh-
based physicality we were exploring required the performer to be completely invested in 
complex layers of images, often leaving the body distorted and without the faculties of 
sight, hearing, or spatial awareness.
As a way of counteracting what she saw as the problematic inward gaze of butoh, 
Younghee encouraged the performers to use the image of ‘making space’ inside them-
selves for the audience to ‘come in’ and experience the work. This metaphor required 
performers to identify themselves as avatars for the performance — by inviting the audi-
ence into themselves, they were inviting them into the world of the work. This proved an 
incredibly useful way of fulfilling ‘We’ at times when it was not appropriate to connect 
obviously and directly to the audience.
The second thread that ran through the laboratory was the idea of performance 
as kut. One of the core principles of Anne Bogart’s approach to Composition is an acute 
awareness of Zeami’s concept of jo-ha-kyu (Bogart & Landau, 2005, p. 148). Zeami, the 
fifteenth century founder of the Japanese theatrical form of noh, believed that the rhyth-
mic pattern of jo-ha-kyu (beginning, middle, end) was as applicable to the dramaturgy of 
an entire performance as it is to every constitutive scene, interaction, action, and gesture. 
Several of the more nuanced interpretations of jo-ha-kyu given by Bogart include: “intro-
duction-exposition-denouement”; “resistance-rupture-acceleration”; and “hop-skip-
jump” (Bogart & Landau, 2005, p. 147). This way of organising energy on a dramaturgical 
scale seemed similar to the structure of the kut as characterised by Lee (2004d), and 
became an important touchstone for the performers as we contemplated the structure of 
the work in progress showing (see FIGURE 10).
By relying on the vocabulary and processes of the new and emerging culture that under-
pinned our collaboration, I was able to confidently communicate my vision as director, 
and to function in the rehearsal room without having to claim special knowledge of or 
ownership over forms of cultural expression that were not supported by my own histori-
cal contexts, sociopolitical concerns, or lived experiences.
4 .5 .5 Developing a Dramaturgical Framework
Although the goal of this cycle was to test and further develop an emerging, metaphoric 
physio-vocal practice, it became apparent as the laboratory went on that this was a diffi-
cult task to divorce from the creation of new performance material for Deluge.
In the months leading up to this cycle, Younghee and I had received an invitation 
from Tess De Quincey to present a work in progress showing of material from Deluge 
at the De Quincey Company’s Platform 5 event in Sydney. Rather than recycle material 
generated in Cycle 1, Younghee and I decided to present a prototype of what we imagined 
FIGURE 10 Comparison of kut structure with jo-ha-kyu
GUT STRUCTURE JO-HA -KYU
Ushering
Reading the portents.
Initiating contact with the spirits.
Introduction
The initial phase,
when the force is put in motion.
Possession
Spirits entering the body.
The moment of transformation.
Breaking
The transition phase.
The rupture of resistance.
Sending
Sending the spirits back
to the invisible realm.
Rapid
Unbridled creschendo,
ending in a sudden stop.
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FIGURE 11 Dramaturgical structure of Cycle 3
KUT STRUCTURE EXTRACTS FROM THE FLOOD MIBURI / TEBURI / THE CRACK
Portents
Reading the signs of the spiritual realm.
They pause in the markets; the noise in the Stock Exchange
drops for a second; the bleating of lambs in the abattoirs
dies down; the trams stop running. What are they saying?
Yes, it looks like rain.
Everyday actions gradually broken 
by miniature cracks.
Ushering
Making a space for the spirits to inhabit.
On the other side of the range the clouds are rising;
dark and heavy brows; wild shapes dissolving
like people seen in a dream, familiar
yet fused, confused, moving in a mute lightning,
and the air soundless.
Basic human movement used as vehicle for 
vocal transformation.
Movement
The action that summons the spirits.
Death has destroyed us. We do not know each other,
but huddled on our islands feel thought dissolve
and love vanish like rain into the water.
I have put out my hand and drowned my brother.
His face goes swirling on the current of my mind
and is forgotten.
Basic human movement repeated to the point of 
abstraction, building towards…
Possession
The moment of transformation.
Slowly, how slowly,
I shall stir now within my crusted earth.
I feel the green, the sap that moves within me,
turn to your touch.
I will be ready for the violence of your kiss,
be ready for the pain and the delight.
Only a little while, a little longer.
Sun of me, life, far love, I climb towards you.
…a sudden “crack moment” which provides 
the space for transformation.
Sending
Sending the spirits back.
I dreamed we had lost much.
I do not remember what we have lost.
My friend, death and birth are behind us;
death, and the flood that rose as it always rises
out of the heart; out of the terrible,
the incessantly dreaming, the implacable heart.
A crashing together of basic, pedestrian movement, 
transformational movement in separate bodies.
Transformation of the voice.
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as work’s finale. My choreographic process is heavily reliant on the deconstruction of 
text, breaking it down into images that can be used to transform the body. A search of 
Australian literature to use as Source-work for the Platform 5 showing led to the dis-
covery of Judith Wright’s poem The Flood15 (1947), a text full of rich imagery that shifts 
between the effects of a flood on a community in the Australian bush, to a story of a 
woman mourning the death of her lover.
Fragments of The Flood were initially introduced to the ensemble in Cycle 3 as 
Source-work for Composition and experimentation, however as the laboratory pro-
gressed, similarities began to emerge between the structure of the poem, and the jo-ha-
kyu / kut dramaturgical framework discussed in the previous section (see FIGURE 10). 
Mapping the five cantos of The Flood onto a five-part kut structure became a significant 
dramaturgical frame for Deluge as a work in progress, adding a layer of images that the 
performers could use to ground their performance (see FIGURE 11). Another influence 
of the dramaturgical framework of the work in progress showing was the metaphor of ‘the 
crack’, first articulated in Cycle 2 to describe the interface between the conscious and the 
unconscious worlds of butoh and Korean shamanic belief (see p. 60).
The laboratory process settled into a rhythm of exploring metaphors as training 
exercises, and gradually pushing them into moments of performance. Although the goal 
of TransLab was simply to exhibit the outcomes of our performative experiments, the 
complex navigation of metaphors, philosophies, and literary devices undertaken resulted 
in the rapid generation of performance material which began to take shape as a prototype 
of Deluge itself.
4 .5 .6 Findings: The Useful Categorisation of Metaphors
The analysis of this cycle of practice was greatly enhanced by establishing and main-
taining reflective practice techniques and modes of communication. By reviewing and 
analysing the audio recordings of our ding-dongs and unstructured discussions, patterns 
began to emerge in the ways that participants were reporting their reception of the vari-
ous performance experiments undertaken.
The findings that emerged from this analysis were that the metaphoric approach 
to combining components of butoh and pansori yielded a rich series of metaphors falling 
into three broad, but connected categories. The first of these were philosophical meta-
phors; those which had to do with the cultural and social context of the work.
15  Full text available in the Appendix on p. 135.
In this category are the I You We device, that of the existence of parallel conscious 
and unconscious, or visible and invisible worlds, and the ideas surrounding the connec-
tions to be made between the roles of mudang and performer.
Second are the embodied metaphors; those that pertain to the physio-vocal prac-
tice as it is experienced by the performer in the contexts of training and performance. 
These are the metaphors that it was possible to explore in action and provided the starting 
point for the generation of performance material.
Finally were the dramaturgical metaphors; those that dealt with the energetic or 
narrative structure of Deluge and framed the audience’s experience. These metaphors 
became the foundation to approaching the creative concerns of the project as prepara-
tions were made for the first large-scale creative development of Deluge.
FIGURE 12 Metaphors employed in Cycle 3
PHILOSOPHICAL
METAPHORS
“I, You, We”
Miburi-Teburi
The crack moment
Performer as shaman
Dual-consciousness
Space for the Audience
EMBODIED
METAPHORS
Space body
Repetition/vibration
Manipulation
The steam breath
Voice and breath as water
Swallowing and vomiting sadness
DRAMATURGICAL 
METAPHORS
Kut structure
The Flood
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4 .6 Cycle 4: Deluge October 2012
The goal of Cycle 4 was to implement the findings of the previous cycles during a three-
week creative development in October 2012, the aim being to create a version of Deluge 
with production values approximating those of a main stage season16. The first week of 
development took place at The Bell Tower at the Judith Wright Centre of Contemporary 
Art, with the final two weeks leading up to and including the public showing held at The 
Loft in QUT’s Creative Industries Precinct. The team consisted of core collaborators Park 
Younghee, Tak Hoyoung and myself — joined by Dale Thorburn, who had participated 
in Cycle 3, and Kat Cornwell who was new to the project.
The reflective journalling practice that I had previously employed was focussed in 
this cycle around a series of structured questions adapted from a template suggested by 
my associate supervisor Cheryl Stock:
What progress did I make today?
Is my practice meeting my expectations?
What is working well?
What is causing concern? Are there any difficulties?
What did I learn from today?
What am I doing differently from my established way of working?
What are my priorities for tomorrow?
This protocol allowed for reflection on the aesthetic and collaborative concerns of the 
research project, and assisted in the planning of reflective discussions held in the rehearsal 
studio. Interview data was also collected from participants for the first time in this study, 
and was analysed using Galletta’s (2013) interpretive protocol (see p. 18).
16 This study began as a practice-led Master of Arts (Research), and this development 
and showing was intended as the final cycle of research for that award.
PHOTO 31 Portents - Cycle 4. Photo: Rick Clifford (2012)
Pictured: Kat Cornwell (foreground), Tak Hoyoung (background)
4 .6 .1 Approach: Focusing on the Metaphors
One of the initial concerns in planning this cycle was to ensure that all participants were 
supported in the transition between the creative development and the presentation of 
Deluge, regardless of their prior contact with the project. The initial session on the first 
day was used to familiarise participants with the processes and protocols of the trans-
cultural environment we had been developing, before discussing a detailed synopsis of 
Deluge. As the cycle progressed, focus was placed on the layering of metaphors in order to 
produce new performance material. New metaphors that emerged were grouped accord-
ing to their philosophical, embodied, and dramaturgical functions in the work, and the 
relationships between them were complex, non-hierarchical, and constantly shifting.
4 .6 .2 Interruption: A New Relationship
The first interruption to occur during this cycle was heralded by the engagement of con-
temporary electronic musician and sound designer Dane Alexander to compose and 
record the soundtrack for Deluge. Until this point in my career, I had always functioned as 
composer and sound designer for the work I created. One of the observations made while 
reflecting on previous cycles however was that directing, composing, and performing in 
my own work was placing great strain on my resources.
My preferred working model was to have Dane present in the rehearsal studio, 
responding to the work as it was devised by building layers of pre-recorded atmospheres 
and sound fragments that would work alongside the live voices of the cast. Our limited 
financial resources dictated however that much of Dane’s work be done remotely.
4 .6 .3 Intervention: A New Model of Practice
The intervention that Dane and I negotiated was that I prepare a scene-by-scene synopsis 
of Deluge that he could use as a guide to composing the soundtrack for the work. This was 
an approach that I had not previously employed, and that I was initially quite reluctant to 
adopt. The synopsis however became an incredibly useful aid in planning for the creative 
development. On the first day of the development, it was immediately appreciated by the 
cast as evidence of my preparation, helping to address some of the issues identified in 
Cycle 1 regarding the opacity of my creative process.
The synopsis tracked the various philosophical, embodied, and dramaturgical 
metaphors as I imagined them playing out in the work, mapping them against both 
extracts of text from The Flood and the jo-ha-kyu / kut structure, and is the prototype for 
the synopsis of the final version of the work, included in the Appendix (see p. 138).
FIGURE 13 Metaphors employed in Cycle 4
PHILOSOPHICAL
METAPHORS
‘I, You, We’
Miburi-Teburi
The Crack
Performer as shaman
Dual-consciousness
Making a space for the audience
EMBODIED
METAPHORS
ENVIRONMENTAL
Pond / Whirlpool / Drain
Space Body
PHYSICAL
Repetition / vibration
Manipulation
VOCAL
The steam breath
Voice and breath as water
Swallowing and vomiting sadness
DRAMATURGICAL 
METAPHORS
Kut structure
The Flood
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4 .6 .4 Case Studies from Creative Practice
In the sections to follow, I will analyse two scenes from Deluge: Summoning and Poseidon. 
In the period between Cycles 4 and 5, my primary concern as a researcher began to shift 
from the investigation of metaphor in performance, to more explicitly contemplate the 
mechanisms underlying the transcultural nature of the project. The objective of this anal-
ysis then is to describe the ways that the layering of metaphor was instrumental to devel-
oping and performing Deluge, and to point toward answers to the first sub-question of 
this study:
What are the commonalities between butoh and p’ansori, and how can they 
be linked to create a new work of performance?
This analysis will draw on observations and reflection contained in my practitioner jour-
nal, documentary data in the form of video footage taken during the creative develop-
ment, rehearsal, and performance of the work, and entry and exit interviews conducted 
with participants. This analysis skips backward and forward between cycles of practice in 
order to follow the development of the selected scenes throughout the life of the study.
4 .6 .5 Summoning
Dramaturgically, Summoning sits within the section of Deluge that parallels the ‘ushering’ 
component of the kut structure. It is situated directly after Elements, during which the 
bodies of the performers are transformed using images of the various states of water: 
solid, liquid and gas. It comes before Pounding, a scene in which repetitive movement 
and changes in breathing patterns prepare the bodies to be inhabited by the ‘spirit in the 
water’: Poseidon in the European tradition, in Korea, Yongwang, the Dragon King.
In Cycle 2, Summoning was prototyped as a structured improvisation of a series of 
vocal images, coupled with simple physical movement based on the walking waves that 
were introduced in Cycle 1. This combination of vocal and physical images was demon-
strated as part of the open workshop held in The Woodward Theatre at the conclusion of 
Cycle 2 in February of 2012 (see VIDEO 3).
PHOTO 32 Summoning - Cycle 3. Video Still (2012)
Pictured (L-R): Haidee Gaudry, Amy Wollstein
VIDEO 3 Prototype of Summoning - TransLab Cycle 2. (2012)
USB: file path:  videos/3.mp4
Available online:  https://vimeo.com/69373150
VIDEO 4 Summoning - TransLab Cycle 3. (2012)
USB file path: videos/4.mp4
Available online:  https://vimeo.com/67539529
4 .6 .5 .1 The Layering of Metaphors
As the text of The Flood was incorporated as Source-work in Cycle 3, the use of vocal 
images by the ensemble started to be identified as sitting within the ‘ushering’ section of 
the kut structure. Over the course of Cycle 3, a sequence for the vocal images was estab-
lished, and the performers were asked to hold the following section of Judith Wright’s text 
in their consciousness as an additional layer of imagined stimulus.
On the other side of the range the clouds are rising;
dark and heavy brows; wild shapes dissolving
like people seen in a dream, familiar
yet fused, confused, moving in a mute lightning,
and the air soundless.
(Wright, 1947)
The physical metaphor used to move the bodies of the performers in this cycle grew 
out of a series of performance exercises modified from work I had originally done with 
Tess de Quincey in her company’s Impro-Exchange program in 2011. In this exercise, 
which came to be known among the Deluge ensemble as ‘group walking’, the participants 
stand shoulder-to-shoulder, assume an unfocused gaze, and engage in the simple task of 
walking ‘as one’. This movement is negotiated on a kinaesthetic level, rather then through 
direct observation. The overwhelming feeling that arises from undertaking this perfor-
mance task is that of the body moving of its own volition, in complete complicity with 
the ensemble. This sensation was heightened through the addition of a layer of images 
that required the performers to push against the flow of a moving body of water. This 
developed into an imagined, environmental container for the performance task with the 
bodies situated in a mountain stream that opens up to the mouth of a large river, even-
tually emptying into the sea. FIGURE 15 (overleaf) represents the way that the piece was 
represented in the synopsis prepared in advance of the further of this piece as part of 
Cycle 4.
PHOTO 33 Summoning - Deluge Cycle 4. Photo: Rick Clifford (2012)
Pictured (L-R): Katrina Cornwell, Dale Thorburn, 
Park Younghee, Tak Hoyoung
4 .6 .5 .2 Nested Metaphors
FIGURE 14 reveals the full nature of the relationships between philosophical, embodied 
and dramaturgical metaphors present in Summoning as it appeared in the showing of 
Deluge in Cycle 4. Whilst at a crude level the scene could be described as an attempt by 
the performers to use their voice to summon up the ‘spirit in the water’ by imagining 
that water is flowing around and through them — a deconstruction of the specific meta-
phors at play reveals a more complex and sophisticated connection between the body and 
the imagination. The philosophical metaphor of performer as mudang had emerged in 
Cycle 3 as of central importance to Deluge. The complementary dramaturgical metaphor 
of performance as kut was used to deconstruct the text of Judith Wright’s poem, and 
while Deluge is not a literal retelling of The Flood, this text provides a hook, or a layer of 
connection between flooding as natural disaster, and the humans that are affected by it. 
Summoning takes as its source text the first three lines of the third canto of the poem:
O descent of archaic darkness. O sun gone out.
To us who stare through the darkness into the long rain
no sun returns again.
(Wright, 1947)
These three outer layers of metaphor, whilst not directly or literally embodied, provide the 
context for the performers to situate themselves within the work. The next philosophical 
layer, that of ‘making a space for the audience’, starts to cross the boundary into embodied 
metaphor, with the performers actively working to engage the audience by investing in 
the image of inviting the audience inside their bodies. This marks the point of transition 
between a focus on the context of the work, and a focus on the audience: the ‘We’ in I You 
We.
4 .6 .5 .3 Relationships Between Metaphors
The relationship between the philosophical and dramaturgical metaphors, and embodied 
metaphors in the act of performance is not a simple one. With physio-vocal responses 
to imagined stimulus relatively predictable and repeatable, the embodied metaphors are 
those easiest to ‘rehearse’. Once these metaphors are initially embodied by the performer 
and refined by the director, the focus starts to shift back to the overarching philosophical 
and dramaturgical metaphors.
FIGURE 15 Summoning as it appeared in the draft synopsis for Cycle 4
FIGURE 14 Metaphors employed in Summoning in Cycle 4
Performer as Shaman
PHYSICAL
Group Walking
ENVIRONMENT
The River
Making a Space 
for the Audience
THE FLOOD
O descent of archaic darkness…
GUT STRUCTURE
Ushering
VOCAL
Voice as Water
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VIDEO 5 Summoning - Deluge Cycle 4. (2012)
USB file path: videos/5.mp4
Available online:  https://vimeo.com/67539530
The one that I probably drew on the most was the metaphor of us as the 
beings that are trying to conjure the water out of the atmosphere and bring 
that forth, and trying to change the density to make it rain basically. To 
bring upon the deluge.
 (D. Thorburn, in interview, 21 August 2012)
The final moments of Summoning involves a convergence of metaphors in which the envi-
ronment of the river overwhelms and covers the bodies of the performers, initiating a 
very human struggle for air that evokes the second half of Wright’s stanza:
Where is our awkward Noah, the square family man
broad-based on the nursery floor? Where is dry land?
The desperate animals climb to our treetop shelter
and all about
the waters rise quietly.
(Wright, 1947)
4 .6 .5 .4 Skip Forward: Summoning in Cycle 5
As can be seen in FIGURE 16, the synopsis document prepared in preparation for Cycle 
5 is considerably more detailed than that for Cycle 4 (FIGURE 14), and this is a function 
of the existence of new interruptions to our process in the form of production designer 
Sarah Winter, and lighting designer David Walters. It was my early encounters with David 
Walters which led me to describe moments of conflict or mention in the creative process 
as ‘interruptions’. I had initially found David intimidating not only due to his standing as 
a senior artist in his field, but in the breadth of his knowledge and understanding across 
a range of practical and philosophical domains. Thinking much further afield than the 
pragmatic concerns of lighting bodies in a theatre, this is the way that David described 
his practice in interview during Cycle 5:
[…] lighting design (has) been my profession now for 35 years. But asso-
ciated with that also, one of the things that I enjoy doing is working at a 
dramaturgical level, so I tend to work in the early days of the design with 
the dramaturgy of the piece because all of my lighting designs have a dram-
aturgy […] and unless it correlates to the dramaturgy of the piece it doesn’t 
work. So I’m always very keen when I work on a piece irrespective of 
whether it’s a piece of classical theatre written by Shakespeare or Chekhov 
or whether it’s, as in this case, a devised piece of theatre being produced for 
the first time. I’m always very keen to look at the superobjectives and how 
we’re achieving them.
(D. Walters, in interview, 20 August 2014)
FIGURE 16 Summoning as it appeared in the draft synopsis for Cycle 5
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David’s insistence on the preparation of a narrative for the work, as well as his sophisti-
cated textual analysis of The Flood, led me to re-imagine the synopsis document less as 
a roadmap for the designers and associate artists, and more as a form of documentation 
of the interconnectedness of the philosophical, embodied, and dramaturgical metaphors 
that made up the work. David’s interruptions to my model of best practice also had mate-
rial effect on the ontological concerns of the work, and in our earliest creative meeting, he 
prompting me to re-evaluate and articulate the concepts of space and time I was dealing 
with as director of the work:
We tend to understand time on earth as conforming to cycles of death and 
rebirth. Revolutions of the earth on its dipped and tilted axis: changing the 
seasons, turning the tides. The fire scars and chars but after it comes new 
growth. The drought gives way to the flood that washes everything in its 
path.
But reading time on a human scale is an illusion.
Geology tells a different story: rising, falling, layering, slowly crumbling, 
eroding. Farther out, the planets lazily revolve around a glowing and grow-
ing sun. Inevitable in its decline. Galaxies expanding, occasionally crashing. 
Ejecta escaping an initial and furious beginning. The universe is expanding. 
Maybe contracting. At least it is searching for equilibrium. Nothing is ever 
still.
As can be seen from the final version of the synopsis for Cycle 5 (see p. 138), the simple 
narrative requested by David transitioned into a detailed account of the journey of a 
single character, ‘The Woman’, as she prepares for the coming of the rain after a drought, 
lives through the extremity of a cyclonic storm, encounters the ‘Spirit in the Water’, and 
finally deals with the aftermath of the flood. The added dimension of a relatively linear 
narrative added additional layers of humanity to the work that had only been hinted at 
in previous versions. The physio-vocal methodology that generated Summoning, became 
a framework on which could be hung an emotional connection to the story of a woman 
encountering visions of a destructive future, calling out for her loved ones.
PHOTO 34 Summoning - Deluge Cycle 5 at Seoul Art Space_Mullae. Photo: SFAC (2014)
FIGURE 17 Extract from the preamble to synopsis of Deluge Cycle 5
Full text available in the Appendix (see p. 138)
VIDEO 6 Summoning - Deluge Cycle 5. (2014)
USB file path: videos/6.mp4
Available online:  https://vimeo.com/129893565
4 .6 .6 Poseidon
Another scene where the layering of metaphors was particularly important in the devising 
and rehearsal process was Poseidon. This sequence was first developed during Cycle 1 in 
June 2011, taking as its stimulus an extant musical composition written by Jana Penshorn 
and Terry Hesketh. The lyric of the chorus served as the primary Source-work for the 
scene, with additional influences stemming from pre-classical descriptions of the mythic 
figure of Poseidon as the father of horses, as well as his role in the Greek pantheon as the 
keeper of ships.
Poseidon will wash it away
The grease and the stench and the stain
You’re making poor use of my trust
I am not your slave
(Penshorn & Hesketh, 2010)
The construction of this scene during Cycle 1 provided a considerable set of problems. 
The music and subject matter seemed to dictate that this would be the climax of the 
work — the moment during which the bodies of the performers are most obviously in 
contact with the floodwater. As physical material was generated for the scene, influences 
started to filter in from the sequences that had been taught by our Korean collaborators. 
At this stage I found it relatively easy to add layers of images on top of the ‘skeleton’ pro-
vided by basic steps from hankuk muyŏng and Pongsan t’alch’um. The scene opened with 
bodies, frozen into the form of wooden figureheads, slowly transforming as Poseidon’s 
spirit soaked into them like seawater. This process sat comfortably within my understand-
ing of butoh traditions that incorporate the use of isolated groupings of images to build 
up beast-like physicalities, and I was confident about the progress being made. As we 
moved into the process of generating and editing more dynamic and technically complex 
combinations however, my relative inexperience in choreographing outside of an image-
based butoh practice led to several occasions in which rehearsals would grind to a halt 
as I attempted to workshop ways to make the material I had mapped on paper, fit to the 
music. The complicated, un-notated nature of the musical score and its live delivery in 
the rehearsal room compounded the overall sense of frustration as we struggled over the 
course of several sessions to wrestle the sequence into a form that could be presented in 
front of an audience. While we eventually ended up with a completed scene, I felt that it 
was very much a pastiche of forms and sequences set to music, symptomatic of the overall 
failures of communication and experience that were hallmarks of this first cycle.
VIDEO 7 Poseidon - Deluge Cycle 1. (2011)
 
USB file path: videos/7.mp4
Available online: https://vimeo.com/67539528
PHOTO 35 Poseidon - Deluge Cycle 1. Photo: FenLan Chuang (2011)
(Previous page)
4 .6 .6 .1 Take 2
While the idea of Poseidon as the climax of the work stayed strong in my imagination, 
my experiences during Cycle 1 left me unwilling to continue development on the scene 
until Cycle 4. The music that Dane Alexander composed for this scene was based on our 
discussions of the Source-work and guided by the synopsis, and was delivered early in the 
first week of rehearsal.
Stimulus Text:
 I have put out my hand and drowned my brother.
 His face goes swirling on the current of my mind
 and is forgotten.
Synopsis:
The god of water emerges smashing everything in its path. 
Poseidon. The Dragon King. The movement is fast and large, and 
the dancers work together to create animistic, at times horse-like 
shapes. At times it seems as if they may be waltzing, but this gives 
way to violence and a struggle to keep heads above water.
also seemed to be taking its toll on the performers, and after documenting our progress, 
I made the decision to rest both sections of the scene for a few days.
On reflecting on and analysing this section in terms of its metaphoric content, it 
became clear that the creative standstill was a symptom of the performers engaging in 
the task of executing choreography, rather than with the metaphors that had been built 
up around the rest of the work. This incongruity of approaches was picked up by Dale 
Thorburn in his exit interview:
I think that’s sort of where the confusion and whatnot would start to set 
in, or the hesitation, or the procrastination would start to set in. Where it 
is like “ok, we don’t have a start point for this activity that we are following 
along to make sense, that has gotten to this point”. It’s like “this just has to 
happen because that’s what needs to happen in the show at this point”. And 
we haven’t got a seed to grow it from, so we will kind go “ah-hum-ha” and 
try and throw things at it.
(D. Thorburn, in interview, 21 August 2012)
FIGURE 18 Initial synopsis of Poseidon for Cycle 4 
FIGURE 19 Metaphors employed in early versions of Section B of Poseidon
Dramaturgically, Poseidon follows Pounding, during which the performers engage with 
the repetitive physical metaphor of the ‘waterbag’ over a long duration. Pounding resolves 
suddenly in a crack moment, out of which Section A of Poseidon begins. The now-empty 
bodies are slowly filled with the ‘spirit in the water’ until they break under the strain and 
are violently manipulated by the spirit, and by the invisible deluge. Section A had been 
carefully crafted through the layering of metaphors, with the transformation of the bodies 
under the influence of the water-spirit achieved through the use of the series of images 
developed during Cycle 1.
Work on Section B started once the sketch of the musical composition was avail-
able. We began by generating a large amount of physical material based on a combina-
tion of Source-work including Judith Wright’s text and research regarding Poseidon and 
the Dragon King. Through several days of Composing and refining, an overall shape for 
Section B was developed, and a significant amount of time was allotted to tightening the 
execution of the physical vocabulary. I was initially quite pleased with the progress being 
made on this section, however as more time was devoted to the drilling of combinations 
and synchronising of changes with audio cues, the quality of movement became increas-
ingly stilted and mechanical, and I could sense old anxieties creeping in. This approach 
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THE FLOOD
I have put out my hand 
and drowned my brother.
GUT STRUCTURE
Possession
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VIDEO 8 Poseidon in rehearsal - Deluge Cycle 4. (2012)
USB file path: videos/8.mp4
Available online: https://vimeo.com/67541668
4 .6 .6 .2 Refining the Choreographic Process
In order to refine my approach to the section and negotiate the creative impasse, I decided 
to employ an embodied metaphor that had been explored in the development of another 
section of the work. Referred to as ‘environments’ this metaphor involved the process 
of defining the environmental conditions in which the bodies of the performers could 
move. We had first explored this in the initial days of the development, where the per-
formers were guided through a series of detailed imaginary environments and asked to 
perform simple physical tasks from inside them — observing the different movement 
qualities evoked by each environment. In the context of reworking Poseidon, I spent time 
alone constructing three contrasting environments (drain, pond17, and hose) which I 
then asked the performers to embody. I then set the performers the task of completing 
sequences from Section B in each environment in order to experience the difference in 
movement quality between them.
17  Some of the images used to generate this environment were modified from those I learned during a 
workshop conducted by Tess de Quincey and Frank van de Ven in early 2012, and trace their lineage 
back to when both dancers were working in Min Tanaka’s Mai Juku company in the 1980s.
The next stage of refinement involved completing the entirety of the choreography of the 
Section B whilst embodying each of the environments in turn. Although this resulted 
in significant distortion of the physical vocabulary, the performance qualities produced 
were incredibly detailed and dynamic. After each of the environments had been experi-
enced, the ensemble was asked to perform the choreographic sequence whilst responding 
to a vocal cue which would trigger changes between the environments. The negotiation 
between the changes in environments and the established physical vocabulary quickly 
became the most interesting aspect of the scene, shifting the focus off of the mechani-
cal repetition of learned movement and on to the embodiment of metaphor. By taking 
away the vocal cues and asking the cast to kinaesthetically negotiate the environmental 
changes, unexpected combinations of vocabulary and environment emerged which, once 
edited and refined formed the new basis for Section B. As can be seen in FIGURE 21 
below, the environments provided an added layer of metaphor that served as a container 
for the choreography that had already been developed.
DRAIN
The body is a trickle of water running through a drain. The movement is compressed, like 
water running over the body. It is not necessarily slow, but small and compressed.
POND2
Green, brackish pond. Surface of the water just above the head. Underneath the body is 
thick mud. Very long hair all over the body. Small crabs and fish nibbling and pulling at 
the hair.
HOSE
The body is being drenched by giant firehoses or a water cannon. The force of the water 
pushes the body around like a rag doll. There are moments of suspension as the body flies 
outside of the line of the water. Sometimes the body pushes against the flow and holds its 
ground.
FIGURE 20 Environments employed in the redevelopment of Poseidon
Performer as Shaman
CHOREOGRAPHY
THE FLOOD
I have put out my hand 
and drowned my brother.
GUT STRUCTURE
Possession
The Crack
ENVIRONMENTS
Drain, Pond, Hose
FIGURE 21 Metaphors employed in Section B of Poseidon
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VIDEO 9 Poseidon - Deluge Cycle 4. (2012)
USB file path: videos/9.mp4
Available online: https://vimeo.com/67539531
4 .6 .6 .3 Skip Forward: Poseidon in Cycle 5
Several creative factors and interruptions affected the development of Poseidon in Cycle 
5, adding complexity and further consideration for the ways in which the metaphorical 
approach to performance production is evidenced in Deluge. During our first creative 
meeting, David Walters expressed a desire to play with light in ways that evoked rising 
floodwater. His suggestion for how this could be achieved was to focus side lighting in 
four bands that built up from floor-level until it extended over the heads of the dancers. 
David wished to work with the cast in the studio in order to set the boundaries of these 
levels and ensure that the choreography fit within them.
The restrictions dictated by David in his role as lighting designer affected the 
construction of the physical environment of the piece. In Cycle 4 we had played with 
the drain, pond, and hose environments, however this new, spatially stratified approach 
allowed for different kinds of physical articulations in response to the architecture of the 
space, providing a new range of vocabulary in the composition process.
PHOTO 36 Poseidon - Deluge Cycle 6.  
Photo: SFAC (2015)
VIDEO 10 Poseidon - Deluge Cycle 5. (2014)
USB file path: videos/10.mp4
Available online: https://vimeo.com/129867499
4 .6 .7 Findings: The Usefulness of the Metaphoric 
Approach
Analysing interview data from Cycle 4 enabled me to verify the effectiveness of the meta-
phoric approach to combining aspects of butoh and p’ansori in performance. Kat Cornwell 
provided the most evocative description of the way metaphors supported not only her 
performance of the work, but helped her to maintain connections with other ensemble 
members, and the audience:
In every given moment, there were multiple metaphors happening, which 
I think was really interesting. But my experience of it as a performer was 
that, on stage, I felt held up by them. I felt like they were little strings that 
connected all of us so that the metaphor helped me connect my movement, 
the dramaturgical metaphor helped me connect to the audience, and the 
metaphors also helped me connect to the other people on stage, so it all 
kind of felt like these strings holding me up in space.
  (K. Cornwell, in interview, 16 January 2013)
The deep level of connection with practice that extended from the rehearsal room and 
into performance was identified by Dale Thorburn as one of the ways that the metaphoric 
approach employed during the Deluge project differed from other image, or butoh-based 
processes he had encountered:
The bringing together of the training, and from the training activities, 
birthing from that the seeds for the choreography is a different approach to 
how I would typically think about my performance work, and other experi-
ences that I have had. So actually [this process involves], taking something 
very practical and very isolated for a particular skill and examining its 
aesthetic qualities and what dynamics it has and then enlarging that and 
stretching it out and investigating what metaphors are hidden in that and 
using those to then craft what is in the [performance] space.
(D. Thorburn, in interview, 21 August 2012)
Analysis of the data gathered during Cycle 4 made it clear that the processes underpin-
ning the metaphoric approach to combining aspects of butoh and p’ansori were useful for 
participants in the development and performance of Deluge. It is not a perfect solution 
however, and in her interview conducted after Cycle 5, Younghee provides a valuable 
insight into the intricate nature of the intersections between metaphor and language:
[…] yes, it makes it harder whenever Jeremy explains metaphors. 
Sometimes I think I know what he’s talking about but when he brought 
us something very extra again big metaphors suddenly I feel “oh my God, 
I’m lost. I have no idea, maybe I was wrong”. But yes, it’s part of our job as 
a performer to try to understand, not understand, try to make it for that 
metaphor. To digest it through my imagination.
(Y. Park, in interview, 28 November 2014)
This confusion, or difficulty that Younghee describes in understanding my metaphoric 
approach appears to have some grounding in the complexities of working in a linguis-
tically diverse environment. The entry interviews I conducted with participants during 
Cycle 5 featured the following series of model questions:
Are you able to give me a definition, or describe your understanding of the 
term “metaphor”?
Do you find the concept of “metaphor” to be useful as a performance 
maker or performer?
How has this been useful to you in the past?
In the following exchange, interpreter Hyeri Robertson uses the transliteration met’ap’o 
(메타포) as well as the Korean word ŭnyu (은유) to phrase these questions to Kwon 
Youngho:
Robertson: 메타포, 은유의 컨셉에 대해, 퍼폼을 하실 때 은유적인 
표현기법에 대해 어떻게 생각하시는지. 그런 것을 염두에 두시고 
퍼폼을 하시는지.
 KOREAN (Regarding the concept of metaphor [met’ap’o], ŭnyu. What 
are your thoughts on metaphorical [ŭnyuchŏkin] expression tech-
niques? Do you consider them when you perform?)
Kwon: 제가 아는 메타포는 만약에, 어떤 음식이 있다면, 그 음
식을 보면 과거 속의 어떤 것으로 그게 자연스럽게 회상이 되거든
요. 그 순간. 동태 찌개라는 음식을 보면 항상 아버지와 경험했었
던 어렸을 때의 어떤 순간으로 되돌아가게 되요. 그래서 이 동태 
찌개는 저한테 이것에 대한 메타포거든요. 
 KOREAN (What I think metaphor [met’ap’o] is, for example, if there is 
a certain food that takes me back to a moment in the past as I saw it. If 
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I see tongt’ae tchikae (pollock soup), I go back to the certain moment I 
had it with my father. So tongt’ae tchikae is the metaphor [met’ap’o] of 
this memory.)
Robertson: 퍼폼하실 때 메타포에 대해 생각하시는게 도움이 되시
나요?
 KOREAN (Does it help to think of metaphors [met’ap’o]when you 
perform?)
Kwon: 공연할 때 감정을 가져오는 방법으로써 메타포를 내 과
거속의 어떤 기억들을 가져오는 방법으로 (메타포를) 쓰곤 하는
데 저는 그렇게 선호하는 방법이 아니에요. 제 기억속의 슬픈 기
억이나 그런 것들을 생각하면서 하진 않아요. 다른 방법. 의도를 
더 많이 생각하는 편이에요. 상황 하에서의 내 감정보다 이모션보
다 인텐션을 더 생각하는 편….
 KOREAN (Some would use metaphor [met’ap’o] in order to bring 
emotions of their memories to the performance, but I do not prefer 
that technique. I do not think of the emotions from my memories. I 
would think more of intention. Intention rather than emotion under a 
certain situation…)
Robertson:  연출자의 의도요?
 KOREAN (Director’s intention?)
Kwon: 이 역할이 상대방에게 무엇을 원하고 있는가. 내가 원하
는 것이 무엇인가. 내가 뭘 느끼고 있는가 보다 내가 무엇을 상대
방에게 이끌어 내려고 하는가. 
 KOREAN (What does this role want from the other. What I want. 
Rather than what I feel, what I want from the other.)
Robertson: 상대 배우인가요?
 KOREAN (You mean, the other actor?)
Kwon: 네. 그걸 인텐션이라고 해요.
 KOREAN (Yes. That’s “intention”.)
Robertson: Just to clarify the word, metaphor because we do use that 
word in Korean as well, what he thinks of metaphor is for example 
if you think of this particular food, for example, tongt’ae tchikae, this 
(K. Youngho, Cycle 5 entry interview, 21 August 2014)
It is clear from this that Youngho has understood metaphor as a literary device, the clas-
sical view of metaphor that Lakoff and Johnson (2003) describe as “a device of the poetic 
imagination and the rhetorical flourish”. The inability to distinguish between classical and 
cognitive understandings of metaphor in the entry interviews for Cycle 5 was not a phe-
nomenon confined to the Korean participants. The use of the transliteration met’ap’o in the 
exchange above however points toward problems of communicating complex concepts in 
linguistically diverse environments, a point taken up by Youngho in his exit interview:
soup, it always reminds him of his dad and this particular memory. 
That means this tongt’ae tchikae is his dad’s metaphor. So that’s his 
definition of metaphor. 
Neideck: Uh-huh.
Robertson: I think it’s pretty close to English one. That’s my opinion, 
sorry, and that secondly, he wouldn’t use his own experience to bring 
the emotions to his role.
Neideck: Moving on to the conclusion, has your understanding of 
metaphor changed at all during the project or after the project?
Park Yejin (Interpretor): 이 프로젝트의 진행과정 동안, 당신에게 “
은유”에 대한 이해가 조금이라도 변화하였나요?
 KOREAN (During this project, did your understanding of metaphor 
[ŭnyu] change at all?)
Kwon: 제가 이 인터뷰를 작업시작하기 전에 한번 했었는데, 인
터뷰를 작업 시작 전과 많이 바뀌었다, 제레미가 메타포에 대해 
설명했었는데, 처음에 메타포가 뭔지 모르고 다르게 대답을 했던 
것 같아요. 제가 알고 있는 메타포는 (처음에) 심리학적인 용어인
지는 모르겠지만,. 왜 사람이 어떤 물건을 봤을 때, 내 과거의 어떤 
순간으로 돌아가는 경험을 하잖아요. 그래서 저는 그렇게 생각하
고 있었거든요. 지금은 메타포라는 단어를 자꾸 들으면서, 그 단
어를 한국말로 직역하면 은유잖아요. 그렇죠? 그렇게 알게 된 것 
같아요. 첫 번째로 예전에 그런 오해가 있었는데, 단어에서 대해
서 잘 몰랐었는데…
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 KOREAN (Jeremy gave me the same question for the previous inter-
view before we started the project. He explained about the meaning 
of metaphor [met’ap’o]. At that time I answered without knowing 
what really metaphor [met’ap’o] is. At that time, I thought metaphor 
[met’ap’o] was some sort of psychological word that represents remem-
bering particular moments in the past when people see particular 
objects. So I did have a misconception, but ever since then I have 
heard this word used continuously and repetitively, I think I might 
have come to know what it is… The meaning is just literarily ŭnyu in 
Korean right?)
[Interpretation redacted]
Neideck: So, I wonder if you can talk a little bit about what has 
changed about your understanding? So, how do you understand meta-
phor now?
[Interpretation redacted]
Kwon: 그런데 그게 은유잖아요…?(웃음) 그게 이게, 은유지 않
나. 어떻게 설명할지 모르겠는데 … 빗대어서 이야기하자면, 제레
미가 깊이 생각하는 메타포가 뭔지는 저는 모르겠어요. 근데 저는 
메타포 라는 단어 자체, 의미만 지금.그 단어 자체의 의미만 이해
했어요. 어떤 것을 제레미가 생각하고 어떤 연구를 하려는지는 모
르겠지만… 
 KOREAN (We are talking about ŭnyu, right? (Laughs) So it is literally 
just ŭnyu. It is bit hard to explain at this point… And also I don’t have 
a full assurance about what Jeremy really wants to discover from his 
research, but the meaning of metaphor [met’ap’o] for me is expressing 
something in an indirect way rather than expressing things in a direct 
or obvious way.)
(K. Youngho, Cycle 5 exit interview, 9 January 2015)
PHOTO 37 Doppelgängers - Deluge Cycle 5 at Brisbane Powerhouse.  
Photo: FenLan Chuang (2014)
Pictured (L-R): Kwon Youngho, Park Younghee
Gibbs (2003, p. 193) has written that dance and the mind have many shared elements, and 
that it is the body that provides the foundation for this “shared consciousness” through 
giving rise to “many of the metaphorical ways we ordinarily think about our lives and the 
world around us”. Because conceptual metaphors underpin our thinking in ways that are 
often hidden from conscious view, calling attention to their existence puts the body and 
the mind into conflict. This has been underscored by participant responses to question-
ing regarding the role of metaphor in the process of art production, and whether their 
impression of this role changed over the course of their involvement in the study.
Yeah. Totally has. Well, no wait. That’s wrong. I don’t think my understand-
ing of what a metaphor is has changed at all, but I think that I realise how 
important it is. It was so incredibly important to this work. Because I think 
in my first interview, I said that I didn’t really engage with it that much, 
now I think that that’s not true… Actually, metaphor is very important to 
help us see beyond what’s in front of us. That’s how it’s changed. I like to 
think it’s integral now to making art in general.
(K. Cornwell, in interview, 5 November 2014)
Cycle 4 was originally intended as the end point of a research project at a masters level, 
scheduled for completion in June 2013. In preparing to report on the findings of the 
study however it became clear that although strong indicators existed of the usefulness 
of the metaphoric approach in combining aspects of butoh and p’ansori in performance, 
that there was still work to be done on strengthening my approach to developing a trans-
culturally collaborative environment. The decision was made to articulate the study to a 
PhD level, supported by the fact that we had been invited to further develop and present 
Deluge for the 2014 Brisbane Festival in the wake of the success of the presentation of 지
하 Underground at the festival in 2012.
4 .6 .8 Strengthening the Transcultural Environment
In reflecting on and analysing the data captured during the first four cycles of practice, 
it was clear that the constant interruptions at sites such as modes of communication, 
relationships, models of best practice, and anticipations of outcomes and reception were 
starting to affect the health of our collaborative environment. This is an observation 
reflected in interview during Cycle 5 as Younghee describes her main concerns coming 
into the final development and presentation of Deluge:
Even though I knew most of the participants before we started this project, 
I found when we actually are in work[ing] process, there was always some 
kind of confusion and miscommunication. So that’s one big thing I [was] 
concern[ed about].
(Y. Park, in interview, 28 November 2014)
This was not a universal concern however, as seen in the Cycle 5 entry interview con-
ducted with Amy Wollstein, who also participated in Cycles 1 and 3:
I think the advantage of where we are in this project now is that you have 
had all those experiences already, so hopefully even though those were 
sometimes frustrating and difficult, we all know what it’s like a little bit 
more or at least you can guide us in a way that it will be more helpful.
(A. Wollstein, in interview, 22 August 2014)
In his entry interview before commencing Cycle 5, Hoyoung framed his concerns regard-
ing the relationships between the project’s collaborators as a series of suggestions for their 
improvement:
From my personal experience, a project generally starts with a contract. 
I think that this should be changed. If people from different cultures and 
languages are to work together, we need a different approach. The common 
process of making a performance divides us into employers and employees. 
If we do not overcome the limits of this kind of relationship, I think collab-
oration becomes very hard. We need personal skills to trust each other and 
gain harmony, respect […] An open mind.
(H. Tak, in interview, 21 August 2014)
Lo and Gilbert (2002, p. 49) have advocated for a “sustained and systematic engagement” 
with the politics of the production of art within intercultural environments, and this 
became the focus of the research project going forward.
4 .6 .9 Findings: The Intercultural Space
The collaborative environment of the Deluge project developed in complexity over the 
course of this study, and moving from Cycles 1 to 2, this environment transitioned from 
displaying the hallmarks of a multicultural project to those of cross-cultural collaboration. 
Cycle 4 saw a further shift into the intercultural space. Grau (1992, p. 16) has characterised 
the intercultural practices of performance makers such as Jerzy Grotowski and Eugenio 
Barba as searching for the “universal”, or attempting to identify the “common techni-
cal substratum” that connects diverse performance practices. Turner and Fauconnier’s 
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PHOTO 38 Fighting! - Deluge Cycle 4. Photo: Rick Clifford (2012)
Pictured L-R: Tak Hoyoung, Dale Thorburn, Park Younghee, Jeremy Neideck,  
Kat Cornwell
(2002) networked model of conceptual integration accounts for these kinds of practices 
through its description of generic conceptual spaces, locations where the essential aspects 
of the model’s inputs are transposed. The metaphoric approach to performance creation 
that underpinned Cycle 4 of this study places it within a similar intercultural space. While 
diverse performance practices and forms of cultural expression had been connected and 
layered using the metaphors, my goal at the close of Cycle 4 was to find ways to develop 
Deluge within a more transculturally aspirational environment. Slimbach’s (2005) trans-
cultural competencies had already proven useful tools for the interrogation of the nature 
and context of the sites of transcultural potential encountered. As Cycle 5 drew closer, it 
became clear that I needed to understand the complex relationships between different 
sites of transcultural potential, between personal and culturally specific experiences of 
these sites, and the ways in which participants navigate these sites individually and nego-
tiate their interactions within them collectively.
4 .7 Cycle 5: Deluge September / October 
2014
The goal of the fifth cycle of this investigation was to test the protocols and processes of 
maintaining a transculturally collaborative environment that had been developed over 
the life of the study. This cycle consisted of a three-week period of creative development 
and rehearsal of Deluge in preparation for the work’s main stage premiere in September 
2014 at the Brisbane Powerhouse as part of the Brisbane Festival. Immediately follow-
ing this season, Deluge toured to South Korea where it was programmed as part of the 
Seoul International Dance Festival (SiDance) at Gangdong Art Centre, Osan Cultural 
Centre, and Seoul Art Space_Mullae. This tour coincided with the Korean debut of 지하 
Underground, which Motherboard Productions had been invited to present as part of the 
HiSeoul Festival. In section 4.6.5.4 (see p. 75) I have detailed ways that the involvement 
of David Walters as lighting designer shifted the creative direction of Deluge in Cycle 5, 
and similar contributions were made by production designer Sarah Winter, and costume 
designers Kiara and Bianca Bulley18. Due to the commercial context of this presenta-
tion of Deluge, the cast was expanded from five to seven19, with Younghee, Hoyoung, Kat 
and myself joined by previous participant Amy Wollstein, and new members Sammie 
Williams and Kwon Youngho.
18 Kiara and Bianca Bulley extended and refined the designs developed 
by Noni Harrison, Ellen Rijs, and myself for earlier cycles.
19 Dale Thorburn was not available to participate due to other commitments.
PHOTO 39 Elements in rehearsal - Deluge Cycle 5.  
Photo: FenLan Chuang  (2014)
Pictured (L-R): Kwon Youngho, Sammie Williams,  
Katrina Cornwell, Tak Hoyoung
4 .7 .1 Approach: Early Intervention and Ongoing 
Reflection
Although the continued creative development of Deluge was my primary concern as direc-
tor, Cycle 5 saw my focus as a researcher shift from finding solutions to the combination 
of butoh and p’ansori, and toward attempting to understand the nature and mechanics 
of transculturally collaborative performance making environments. My approach to this 
was twofold: to employ a strategy of early intervention at sites of transcultural potential, 
and to deeply embed reflective practice in the creative process.
A model of intervention at sites of transcultural potential had begun to emerge 
through reflection and analysis of the previous cycles of the study, and the undertak-
ing of existing transcultural performance projects such as 지하 Underground, and 심청 
<Shimchong>: Daughter Overboard!20. This model focused heavily on the negotiation of 
models of best practice and modes of communication, taking special consideration of 
culturally specific anticipations of outcomes of the project and reception of the creative 
work.
During this cycle I used participant entry interviews not only as a method of data 
collection, but as a way of beginning the process of encouraging participants to consider 
their culturally specific understandings of sites of transcultural potential. My intention 
was not only to signal to new participants that such differences exist, but to foreshadow the 
fact that awareness of these differences would be useful in the eventuality that tensions or 
conflicts arise later in the creative process. The interviews also allowed me to track other 
factors that might affect the development of Deluge, including the ‘collaborative style’ of 
individual participants, and their understanding of the creative goals of the project. My 
hypothesis was that these individual exchanges between director and performer would 
prepare participants to discuss issues openly in our first session together as an ensemble.
Reflective practice was encouraged from the outset of this cycle by asking par-
ticipants to discuss the successes and failures of our previous collaborations in small 
groups, before opening these out for discussion amongst the whole team. I also asked 
participants to spend time interviewing each other, asking questions aimed at uncovering 
20 The first development of 심청 <Shimchong>: Daughter Overboard! was undertaken at HotHouse 
Theatre’s residential incubator space - a farmhouse on the outskirts of Albury, right on the border 
of New South Wales and Victoria, and had the support of the Australia Council for the Arts. Once 
again a collaboration between Korean and Australian artists, this work is co-written by myself and 
Brisbane-based poet and activist Kathleen McCleod, and directed by myself with Hoyoung serving 
as my assistant. Younghee is a core member of the cast, and this first development saw us joined by 
Polly Sara (Red Moon Rising company member and participant in Cycle 3 of Deluge, Tom Dickins, a 
Melbourne-based musician and actor, and Ben Warren, a QUT drama student who I had taught in the 
Creating Body unit. This development concluded two weeks before Cycle 5 was scheduled to begin.
details regarding their social and creative skills, and the ways they felt they could contrib-
ute to the collaboration. I continued to encourage reflective practice throughout the cycle 
by scheduling ten minutes of journaling at the end of each session, focussed around the 
questions that I had employed in Cycle 4 (see p. 67).
4 .7 .2 Findings: Culture and the Individual
One of the primary findings of this cycle was that, over the life of the Deluge project, the 
relative impact of culturally specific and individually determined factors on the creative 
process was in constant flux. In regard to this, Lo and Gilbert (2002, p. 31) have observed 
that in culturally and linguistically diverse performance making environments, the pro-
cess of “encounter and negotiation between different cultural sensibilities” is inevitable. 
Grau (1992, p. 9) points out that the simple juxtaposition of cultures that arises from the 
articulation of difference does not take into account the fact that cultures are dynamic 
entities. The findings of this cycle verify this in that while preconceptions, behaviours, 
and ‘ways of being’ informed by the lived experiences of participants from diverse cul-
tural, linguistic, and practical backgrounds impacted on our collaboration, the focus of 
attention circled from these differences, and back towards the importance of the person-
alities of and relationships between individual participants. Hoyoung in his exit interview 
observes that:
We have been collaborating together for four years on this project, and 
I can say that I am much more comfortable now than at first. I think the 
key is that we now try hard to understand and see each other. The biggest 
challenge is not from our cultural backgrounds, it is in the disposition and 
character of every individual.
(H. Tak, in interview, 18 December 2014)
Kat’s initial response to questions regarding the differences between Australian and Korean 
collaborative styles and creative processes was that Koreans were “very disciplined” and 
seemed to be able to “hold their focus and energy for longer” than Australian artists (K. 
Cornwell, in interview, 24 August 2014). She continued however by reflecting on the fact 
that this was not the first time that she had discussed the question of cultural differences 
in working styles with me, and that her experience of collaborating with Korean artists 
could not be generalised universally. Kat also observed that her perception of cultural 
differences may be based on assumptions, and that “maybe it’s just that each artist is dif-
ferent”. When revisiting these question in her exit interview, Kat explains that she learned 
that “there’s never one blanket rule for a culture”, and that whenever she got to a point 
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in the process where she thought “that’s the Korean way of doing it”, she would have 
those assumptions contradicted (K. Cornwell, in interview, 5 November 2014). Going 
into more detail, Kat recalls her initial thoughts that Koreans have “an incredible work 
ethic” and are less likely to “whinge” than Australians, but that “when we went to Korea, 
the support staff in some of the venues that we were in didn’t want to do anything that was 
too difficult.” These observations by Kat suggest that culturally-grounded assumptions 
regarding working processes and the behaviours of others were broken and remade for 
her throughout the life of the project. What is illuminated through an analysis of inter-
view data collected from all participants in Cycle 5, is an emerging dialogue around the 
sites of transcultural potential that snakes in and around them, dependent as much on 
each participant’s historical contexts and sociopolitical concerns as it is their “disposition 
and character”. Three sites that highlight this clearly are models of best practice, modes of 
communication, and anticipation of outcomes and reception.
4 .7 .2 .1 Models of best practice
One of the turning points in our process was the realisation that creative development, 
a model of best practice widely understood in the Australian context, was completely 
unknown to our Korean collaborators. Park Younghee points toward this in her exit 
interview as she talks about the “shock” of being confronted with a free contribution of 
ideas from the team during the first cycle of development, leaving her with the impression 
that we were making an “idea installation rather than a performance”.
[…] it did make me feel incredibly nervous because for most Korean artists, 
if you have to perform in front of the audience, it doesn’t matter. It is a per-
formance and you’ve got to deliver something really decent and something 
completed.
(Y. Park, in interview, 28 November 2014)
Younghee reports that she now feels far more comfortable with the process of successive 
creative developments that lead toward a public outcome, but that there are “good things 
and bad things” about the differing approaches.
[…] in Korea, you work intensively hard like one month and a half [or] two 
months. No matter what happens, you just complete your work and deliver 
into the actual venue. But in Australia, you have more time and people have 
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more patience [with you] to complete your work […] I think it’s kind of a 
nice way to generate my ideas for a long time. There’s a space [for me to] 
look back and think back and then fix [to find a] better way.
(Y. Park, in interview, 28 November 2014)
Amy’s perception of the “Australian rehearsal room” in her entry interview was an egal-
itarian one where “everyone has an equal say and opportunity to express their opinions 
and ideas” (A. Wollstein, in interview, 22 August 2014). She contrasted this to her expe-
rience working in Korea where an “obviously […] hierarchical system” meant that “the 
older and more experience you have […] the more respected your opinion”. Her previous 
experiences of collaborating with Korean artists in Australia in the first and third cycles 
of development, led to a sense of our Korean collaborators “adapting to the Australian 
way of working”. In her words, this was characterised by a “respect for everyone in the 
room” that is prefaced upon “things they do, and how they speak to you and what they 
have done”. She continues:
This can be difficult at times, I feel, for the Korean and Australian artists 
to negotiate. It’s also difficult because if you’re unaware of the way that a 
Korean rehearsal room works, and it’s not communicated, or expectations 
are not set, then everyone is going in blind and just expecting the other 
people to know how they work. So, without communication or without 
talking about previous experiences and how the other person works it can 
sometimes be difficult.
 (A. Wollstein, in interview, 22 August 2014)
Amy identified strategies for overcoming these difficulties as including “the setting up 
of expectations, or rules” and making agreements as to “what the rehearsal room should 
look like”. After first contemplating the possibility of letting this agreement evolve natu-
rally, she suggests that it should actually originate from an explicit conversation in which 
collaborators share something of their experiences, and what they bring to the process, 
“so that they know that this is a safe space where everyone’s opinion is valued and listened 
to”. Younghee raised a similar point in her exit interview for Cycle 4:
That’s the real beauty about working with Australian cast members. And 
also there is no hierarchy, or strange thoughts in view. It feels much more 
relaxed and [I feel] free to talk about anything. Particularly artistic things. 
So each side - Korea and Australia - they have good sides and bad sides but 
I mean, personally, if you ask me which way is more comfortable, or which 
way inspires me more as an artist, then yes — working with Australian 
artists is more inspirational and lets me feel more free.
(Y. Park, in interview, 17 May 2013)
4 .7 .2 .2 Modes of communication
The development and implementation of effective modes of communication was an 
ongoing task through the life of the Deluge project. In her entry interview for Cycle 5, 
Kat anticipated that linguistic differences and the pressure of time on the creative process 
would be the most significant challenges that we would face (K. Cornwell, in interview, 
24 August 2014). She suggested that this may be alleviated somewhat by my pre-existing 
relationships with Younghee and Hoyoung. Kat also suggested that we make sure that 
communication is made “as simple as possible”, with care being taken to “[check] in with 
each other as often as necessary”. At the conclusion of the cycle, Kat evaluates the quality 
and frequency of communication maintained throughout the cycle as being “beneficial 
for everyone in the room” (K. Cornwell, in interview, 5 November 2014). She acknowl-
edges that, as the director, I played a large part in facilitating this, recalling that on the one 
occasion where I was not able to attend rehearsal, there was miscommunication between 
her and Hoyoung as they were workshopping a choreographic idea:
[…] you know the way that you do when you are coming up with an idea 
and you just turn to each other [and say] “yeah, yeah, yeah let’s do it”. And 
then we really misunderstood each other and we kicked each other… 
[laughs]. It just makes you realise that you actually do have to slow down 
and take time, even when you think you’re on the same page, you may not 
be.
(K. Cornwell, in interview, 5 November 2014)
In this instance, the miscommunication resulted in injury for both parties, which, in 
Hoyoung’s case, lingered for several weeks in the form of a fractured toe. Kat observes 
that toward the end of the process, the Korean collaborators became bolder in giving the 
Australians feedback on the quality of their communication, especially when exhaus-
tion became a factor: “which is just a really great reminder, even though you’re tired, to 
not lose your attentiveness, and not lose your presence and your care in the room” (K. 
Cornwell, in interview, 5 November 2014). For Kat, this also extends to being sensitive to 
what is absolutely necessary to communicate: “particularly for myself, I normally would 
only say something if I felt like it was really necessary, because I’m so aware of not wafting 
and not using really verbose slang for the sake of listening to my own voice.”
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4 .7 .2 .3 Anticipation of outcomes and reception
Transcultural environments will often be home to conflicting definitions of artistic prac-
tice and appreciations of the value and quality of creative outcomes, and as difficult as 
it may be for members of one group to understand or accurately represent the criteria 
or framework valued by another, the task of applying them may seem overwhelming. 
Thomasson (2010, p. 121) writes that “different cultures have different category-specify-
ing art-kind terms and different individuative and evaluative practices” that go along with 
them. This is a thread which runs through body of this investigation, and its ramifications 
can be felt in many of the conflicts and misunderstandings that have arisen during the 
collaborative process. Nowhere was this more evident than in the conversations between 
participants of Cycle 5 surrounding what were perceived to be culturally determined 
openness to symbolism, abstraction, and metaphor. These conversations undertaken in 
the studio, as well as during the interview process, extended not only to participants’ 
expectation of each other, but of how our audiences in Brisbane and Korea would receive 
Deluge.
In her entry interview for Cycle 5, Kat opens up this discussion by describing her 
impression of conflicting artistic sensibilities between Australian and Korean artists:
One of the differences is that, from what I’ve noticed, is that Korean artists 
are quite concerned with story, it’s important to them and maybe they are 
not quite as comfortable with things being more expressive for the sake of 
it being expressive. It can be expressive, but why is it expressive? They are 
continually coming back to a sense of why, and what we’re doing.
(K. Cornwell, in interview, 24 August 2014)
At the conclusion of Cycle 5, Kat reasserts this position by explaining that Hoyoung 
and Younghee seemed to her especially uncomfortable making work that was abstract 
or ambiguous (K. Cornwell, in interview, 5 November 2014). She is intrigued however 
by her impression that, in Korea, “the audiences sat with abstraction and symbolism so 
much better than Australian audiences.” This broke with her expectations which were 
based on experiences working with Younghee and Hoyoung on Cycle 4, and participating 
in the Australia-Korea International Cultural Exchange in 2012. Her impression is that, in 
Brisbane, “people didn’t understand it”, and that especially regarding the opening of the 
work where the performers served tea to the audience, that “a lot of people in Brisbane 
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had a real problem” with it.21
There was much time during the development and research process devoted to 
attempting to anticipate the audience’s response to the work. This is a natural pastime for 
performance makers, but has become enhanced throughout this project due to our use of 
the concept of I You We, and our focus on ‘keeping one eye open’ in order to establish and 
exploit our relationship to the audience. In order to capture this discussion, I included the 
following series of questions in my exit interviews with the cast:
What are your impressions of the audience’s reception of the work?
Was this different between Brisbane and Korea?
Younghee freely admits that the reception of the work depends on the personality and 
experiences of the audience, especially in a rapidly globalising arts market. She does how-
ever make remarks that would seem to contradict Kat’s observation:
Koreans, we have a gene, like we love to sing, we love to tell a story, and we 
love to dance and it’s just in our gene. When [Koreans] see something very 
abstract, immediately our brain starts to work [to ask] what is the theme, 
what is the concept and what does this artist want to tell me and what is the 
story? Particularly in a theatre performance. So if they can’t get the story or 
narrative, they can easily be frustrated by that. 
(Y. Park, in interview, 28 November 2014)
Her impression is that Brisbane audiences readily accepted the fact that “there was no big 
narrative there but however, they really appreciated that we made very strong images” 
that spoke to our own experiences, allowing them to identify with their own (Y. Park, in 
interview, 28 November 2014). In terms of the Korean audience members that she had 
contact with however, Younghee reports that the predominant frame through which they 
viewed the work was a narrative one, which she found fascinating “because we didn’t 
really put any story in there”.
There is a person, and there is water, but it is more like a big kind of picture 
— the relationship between human beings and water and God. However, 
the Korean audience, they started to make up their own story by their own 
imagination. They started to [make a] kind of like collage from the images 
from our show. They made up their own story, and they were quite excited 
about that. Then they actually believed our show was what they imagined.
(Y. Park, in interview, 28 November 2014)
21 Kat also acknowledges that this aspect of the show was simplified in Seoul to one in which water 
was served, and that this may have some bearing on the differences in the work’s reception.
Amy, like Kat also speculates that the work was better received in Korea, than in Brisbane:
I think the Australian or Brisbane audience really was trying to find the 
meaning and through-line, and if they didn’t find that quickly it frustrated 
them. I think the Korean audience was just as happy to see the imagery and 
have that take them on the journey.
(A. Wollstein, in interview, 11 November 2014)
Amy points to the fact that, as a performer, gauging the mood and condition of the audi-
ence was relatively easy, as the Pre-show section was devised in such a way that the per-
formers meet and interact with the audience. In Brisbane, she recalls, there seemed to be a 
sense of resentment, or frustration among some audience members who viewed the show 
in the evening, as opposed to the audiences attending the one matinee, programmed 
for a Saturday afternoon. For Amy, the audiences at the matinee seemed to welcome the 
relaxed, unconventional opening of the work and were receptive of being served tea and 
waiting patiently for the work to begin.
I think the beginning of the show really set up whether the audience was 
there with us. As a performer on stage I could hear restlessness if they 
were struggling to find what it all meant, or if they were bored, or if they 
were anxious. In Korea, I didn’t feel that restlessness as much. I felt like 
they were all breathing in at the beginning of the show. They were holding 
their breath to see what would happen, whereas in Australia, they were all 
waiting for us to impress them.
(A. Wollstein, in interview, 11 November 2014)
Amy also notes that the opening sections of the work are performed at an initially slow 
tempo, with a sense of meditation — a space that she argues that Australian audiences 
find it difficult to engage with, echoing Alison Cotes’ review of the work (2014). This 
directly contrasts Younghee’s reading of the work’s reception in Brisbane:
Brisbane, because the flood from 2011 is still quite recent, and we used 
quite a lot of simple physical mannerism of Australians. So many of the 
Australian audience [members] just immediately got the idea of the show, 
and afterwards one or two audience members just grabbed me and talked 
about their experiences in the flood, and they found even though our phys-
ical movement was quite abstract, it was very easy to get, and easy to reflect 
on their own experience through our physical movement.
(Y. Park, in interview, 28 November 2014)
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Unique amongst study participants, Younghee didn’t express the opinion that either sec-
tion of the audience demographic understood the work better. She does once again how-
ever contradict Kat’s characterisation of the experience of Korean audience members:
[The] Korean audience, they responded more [to] the colour of light, for 
instance, and also the strong image of people drowning. And also responses 
from our vocal work because they felt [that] it’s somehow like sending a 
spirit to somewhere good place. And the recent disaster [has had a] huge 
impact on many of the audience members, even though they didn’t really 
experience [it first-hand]. It wasn’t a direct experience for them, but that 
incident gave such a huge trauma for the whole country so as soon as we 
show very simple images they just immediately made a link, [between] this 
work and the disaster, so it was quite fascinating to hear from them.”
(Y. Park, in interview, 28 November 2014)
Sammie, in a similar vein to that of her Australian compatriots, is unimpressed by the 
reception audiences in Brisbane gave the work:
I feel like people in Brisbane really had expectations of what it would be, 
and then they would just walk away like “that’s not what it is at all”. I felt like 
the show is somewhere in-between, dance, physical theatre and immersive. 
It was not any of those one things. So, honestly, I feel like in Brisbane they 
really didn’t get it. I felt like in Korea, there were less expectations of what 
it was going to be, and that also they had a deeper understanding of what 
the show was about. Whether it was because personally as a community 
the whole ferry tragedy was still very fresh to them, whereas in Brisbane 
the flooding was three years ago, four years ago. They’ve forgotten about 
it. In Korea, it was still very fresh. And then also of course culturally, the 
whole thing with grieving and han, I think they understood that. My friend 
and her mum who came to see the show [in Seoul], they cried, were really 
emotionally moved, and that friend is a very technical dancer. She loves 
really modern dance and things like that, so I wasn’t sure she’d be into it. 
She really liked it. She was like, “it wasn’t just about the dance”, it was more 
about the whole thing”. She really understood that. Otherwise, it felt like the 
artists in Brisbane really didn’t get that.”
(S. Williams, in interview, 3 November 2014)
Hoyoung’s opinion in his exit interview is that the audience, no matter where they are 
from, will accept the work, and “throw their hooks” into it, based on their background 
(H. Tak, in interview, 18 December 2014). In Australia, their point of entry to the work 
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was the 2011 floods, in Korea, it was the relatively recent sinking of the MV Sewol, an 
issue that is very much at the forefront of public consciousness, and at the time of Cycle 5, 
the subject of daily demonstrations in front of Seoul City Hall. Hoyoung continues: “the 
performance is accomplished… the stage is completed through the audience’s participa-
tion”. Even though connections were drawn by some members of the Korean audience 
to the Sewol, “each person has a different background”, and Hoyoung’s feeling is that the 
message of the work “didn’t come through to the Korean audience”, compared to those in 
Brisbane as it wasn’t designed to speak as deliberately to a Korean audience.
These responses by participants are valuable because they illuminate the complex 
relationships between individually and culturally determined forces at play in the creative 
process. What has emerged is a complex and contradictory relationship between partici-
pants and their impressions of the audience’s reception of the work.
4 .7 .3 Analysis: The Transcultural Environment
In designing this study, I had been drawn to Fischer-Lichte’s (2009, p. 401) description of 
transcultural performance as a site for aesthetic innovation that can be achieved through 
the interweaving of cultures. In particular, I was inspired by Fischer-Lichte’s insistence 
that if undertaken in such a way that does not erase difference, this interweaving is able 
to constitute new sociocultural realities — alternative realities for the future. Lo and 
Gilbert (2002 49) set a similar goal for the re-imagining of intercultural practice, where 
the “potential to cross cultures is not co-opted and neutralised by the “weaker” forms of 
postmodernism, which tend to result in an abstract, depoliticized, and ahistorical notion 
of “difference”, or in effect, a masked “indifference”.
In the analysis of Cycle 2 I described ways in which sites of transcultural potential 
could be mapped and connected using the networked model of conceptual blending to 
approximate the dynamics of cross-cultural art practice (see p. 56). The analysis of 
Cycles 3 and 4 brought added consideration and complexity to this mapping, as input 
spaces were projected into generic spaces, resulting in the creation of an intercultural 
environment (see p. 89). As Grau (1992, p. 9) writes however, cultures are dynamic 
entities that “have meaning only in so far as human beings invoke and/or use them”, 
and that the boundaries between cultural groups cannot be acknowledged without the 
understanding that differences also exist “within the same culture and within every self ”. 
Haus (1995, p. 71) has suggested that transcultural theatre is the result of gathering artists 
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of their own culturally specific experiences. The journey through these environments 
involves a great deal of individual determination and collective negotiation in order for 
the threads not to tangle and knot in the process. Finally however, the threads enter the 
negotiated space, where tensions, directionality, and resistance need to be carefully con-
sidered in order for interweaving to take place, and just as the weaver can manipulate the 
appearance of a piece of fabric by adjusting the warp and weft of their loom, the trans-
cultural collaborators must work together to resolve which parts of their journey, which 
parts of their identity, will be hidden and revealed. In creative works such as Deluge, the 
audience is presented with the result of the collaboration, with the apparatus that enabled 
it almost entirely obscured from view. 
Fischer-Lichte (2014, p. 7) has acknowledged that in the existing academic dis-
courses surrounding “so-called intercultural performance”, that the basic conditions of 
transculturation — that “[c]ultures constantly undergo processes of change and exchange, 
which can become difficult to disentangle from each other” — are inadequately addressed, 
and this is one of the primary reasons that detailed accounts of transcultural practice, 
such as that presented in this chapter, are necessary.
4 .8 Conclusion
This chapter has outlined the five cycles of creative practice that led to the development 
and presentation of Deluge, marking the points during the study where focus shifted 
between the aesthetic and collaborative concerns of the project. The accumulation of the 
findings of each cycle has allowed for reflection on the research project as a whole, lead-
ing toward the development of a model for the interweaving of performance cultures in 
transcultural environments with the potential for application beyond the specific collab-
orative project at the heart of the study.
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from diverse cultural backgrounds together who are invested in merging their own routes 
through the creative process. 
Attempting to trace the individual paths of artists through the input and generic 
spaces specific to the Deluge project reveals the complicated nature of the collaboration 
— a tangled mess full of cross points and parallels, that does not necessarily resolve in a 
unified output. As has been seen in the case of connecting butoh and p’ansori (see p. 60) 
however, the networked model of conceptual integration concludes with the creation of 
a blended space, where elements from input spaces and generic spaces are projected, and 
where structures emerge that are not available elsewhere. Turner and Fauconnier (2002, 
p. 44) describe this as a “magical” place of creativity that is constantly being lit by flashes 
of comprehension as the geometric regularity of the model is revealed and hidden to the 
participants in the blend.
Extending the networked model to embrace the collaboratively transcultural 
environment of the Deluge project helps to explain the way that individual experiences of 
the navigation of sites of transcultural potential are interwoven in a space where reflective 
practice and negotiation is not only encouraged, but is necessary for the success of the 
work. These individual journeys meet and cross and continue on their own paths, which 
enrich the fabric of the completed work, woven inside a negotiated space — the blended 
space of the networked model of conceptual integration. This environment retains many 
of the hallmarks of the networked model of conceptual integration, with the thread of the 
individual participant emerging from the multicultural environment of specific histori-
cal and sociopolitical contexts, winding around and through various inputs, or specific 
experiences of sites of transcultural potential connected to their own cultural heritage. 
Slimbach’s (2005) suggestions around perspective consciousness, ethnographic skill, 
global awareness, and world learning are illustrated as threads traverse the cross-cultural 
environment and directly access experiences of cultural difference, language acquisition, 
and the learning of artistic practices and forms of cultural expression. The generic spaces 
then can be imagined as nodes on which the individual threads meet in the intercultural 
environment and are sorted via the exchange and transfer of the essential components 
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5 A Model for Interweaving Cultures in Performance
Armed with the hindsight afforded by the undertaking of multiple cycles of practice, and 
utilising what Boud (2001, p. 10) has termed the “raw material of experience”, I undertook 
a final period of reflection and critical analysis at the conclusion of Cycle 5. Guided by 
Ghaye’s (2010, p. 1) notion that reflexivity can enhance “human flourishing” and assist in 
the positive development of relationships, I compiled the interim findings of each cycle 
of practice in order to “make sense of what [had] occurred” (2001, p. 10). The outcome of 
this process was the articulation of a working model for the interweaving of cultures in 
performance that is rooted in the practice-led findings of this study and which I propose 
has the potential for application in performance-making environments outside of the 
specific context of the development of Deluge.
In constructing this model, I drew on a working document of reminders, provo-
cations, and principles which I had been maintaining since Cycle 3 and used on various 
projects to articulate the transculturally collaborative environment that I was attempting 
to facilitate. I have also looked toward Slimbach’s (2005) account of the transcultural jour-
ney as a template — a series of propositions accompanied by relevant ‘learner competen-
cies’ that fall within the set of broader categories (see p. 50). The model I propose here 
is a similarly pragmatic collection of suggestions, introduced by two basic propositions, 
and grouped according to the sites of transcultural potential that they are intended to 
address. I have also drawn on the sample procedures for the reweaving of organisational 
cultures offered by Simons et al. (1993) which follows a simple three-step plan: 
Examine the threads of the existing culture
Weave in new cultural conversations, both formally and informally
WEAR IT! Apply the pattern to all systems, divisions, policies and func-
tions of the organisation
(after Simons et al., 1993, pp. 153-154)
This model is by no means a complete or comprehensive methodology for conducting 
projects in culturally and linguistically diverse environments. It does however provide 
a way for transculturally aspirational performance makers to consider the sites of trans-
cultural potential that they may encounter, ways to approach their own journeys through 
these sites, and considerations they may need to make in order to negotiate the inter-
weaving of their journey with those of their collaborators.
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5 .1 Proposition 1: We are Individual 
Creatures of Culture
One of the fundamental aspects of any collaboration is communication, and in the trans-
cultural environment this cannot be taken for granted. Communication is not just the 
manipulation and comprehension of words and ideas — there are often vast differences 
between the ways that people from different cultures and subcultures understand social 
situations, organisational structures, and ways of working. These differences can some-
times take years to recognise. This is inevitably complicated by the fact that while pre-
conceptions, behaviours, and ‘ways of being’ are informed by the cultural background 
of participants, they are also determined by the lived experiences and personalities of 
individual participants, and the relationships between them.
These complications arrive in the form of interruptions to the creative process and 
can become a source of both frustration and joy, and as members move in and out of phase 
with each other first along cultural lines, and then according to personal disposition, it 
can be difficult for individuals to make sense of the dynamic of the group. The culturally 
grounded assumptions of participants regarding working processes and the behaviours of 
others will inevitably be broken and remade throughout the life of the project.
5 .2 Proposition 2: We all have Habits and 
Harbour Assumptions
We all have habits. Some habits are useful — like looking both ways before crossing the 
road. Some habits are not so useful — like interrupting someone before they have finished 
talking. We need to be aware of our habits so that we know which ones to hold onto, and 
which ones to let go of. Consider ways that you can establish new habits. Interrogate your 
intellectual, social, and historical position by constantly asking: “Why do I think that?”. 
Our inbuilt lists of prejudices lead to assumptions being made about the people we meet, 
and the situations that we find ourselves in.
5 .3 Negotiating at Sites of Transcultural 
Potential
Creating a healthy collaborative environment and a new performance culture is an artis-
tic endeavour, and following even the most thoughtful strategy will result in a certain 
level of complication. Be aware that your interactions with others are contributing to the 
process of the creation of a new culture — something that no one person can completely 
dictate or control, and that with every new member, that culture shifts and grows. There 
are certain stress points, potential locations of fracture and disruption to the creative pro-
cess which hold particular potential as sites for the creation of new and exciting cultures 
that weave and reweave the experiences of the members of the ensemble.
INTERVENTIONS RELATED TO
PROPOSITION TWO
• Try to understand the sources of your prejudices and assumptions before 
you act on them, or before you share them with others. Ask yourself 
questions about your own culture, language, privilege, socioeconomic 
reality, gender, sex, and sexuality. 
• If a person, or a situation challenges the way you think or your 
experience of the world, listen to them. Think about how you have 
formed your point of view, and compare it with what you know of the 
people in front of you. 
• If someone is telling you that they are feeling hurt, disempowered, or 
unsafe, stop and listen. Let them know that you are trying to understand 
what they are telling you. 
• Don’t always rely on your eyes to see, and your ears to hear. Develop 
the habit of “seeing things through the minds and hearts of others” 
(Slimbach, 2005, p. 206).
INTERVENTIONS RELATED TO
PROPOSITION ONE
• Commit to establishing robust communication strategies on personal, 
production, and organisational levels. 
• Show respect, be considerate, and always assume that those around you 
have your best interests at heart.
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5 .3 .1 Relationships
One of the transculturally aspirational artist’s greatest goals should be to encourage the 
creation of close and lasting friendships across languages, cultures, and social groups. 
This can be done by modelling this in their practice — both ‘behind the scenes’, and 
where the public is witness. Relationships need to be constantly and actively negotiated, 
and this can only be achieved through honest and open communication.
Some cultural and linguistic groups make special use of hierarchical relationships 
to maintain social cohesion, not only in corporate and organisational structures, but in 
core notions of respect and obligation, and in some cases this will dictate strict linguistic 
rules. While the rules that apply to outsiders to these cultures may differ from those on 
the inside, the transculturally aspirational artist needs to be aware of the existence of 
these invisible currents of culture and the ways that they may affect the structure and 
cohesion of your collaboration.
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INTERVENTIONS AT THE SITE OF
RELATIONSHIPS
• Consider the current nature of the relationships that you have with your 
collaborators. Are you acquaintances, friends, family members, lovers? 
• Consider the nature of the relationships that you wish to encourage and 
nurture with your collaborators. If there are no words to describe these 
succinctly, consider at least the qualities of the relationships that you 
have in mind: Open, closed, hierarchical, non-hierarchical, intimate, 
objective. 
• Be aware of the existence of socially and culturally determined 
hierarchies, and if necessary, inquire about when and where they are 
expected to maintained, and when they can be relaxed. The nature 
and facilitation of changes in relationships may be reliant on cultural 
knowledge, protocol, and personal histories that are outside of your 
direct control.
• Find out if disclosures around information such as age, professional 
experience, gender, and sex are expected or necessary, and gain the 
active consent of each member of the team regarding whether or not this 
kind of information is appropriate for dissemination. 
• Where expectations of disclosure are in conflict, negotiate a plan that 
minimises the concerns of and harm to all members involved. 
• Consider formulating a statement that reflects the character of your 
collaboration, keeping in mind that this may need to be revised after 
significant periods of interaction or estrangement. For example: 
“We are a family of artists, working together to change the 
world. We strongly believe that through our relationships, 
and through our art, we can be an example for a society in 
which every member feels safe, happy, and loved.” 
• Spend time eating, drinking, and playing together. This may be as 
extravagant as cooking for the whole team in your house, or spending 
time together during a rehearsal break.
5 .3 .2 Historical Contexts and Sociopolitical Concerns
The environments in which transculturally aspirational artists work will by their very 
nature contain members from many different countries, cultures, and subcultures, and it 
is the job of each member to seek knowledge about the issues that affect not only other 
members of the team, but the world at large.
5 .3 .3 Working Languages
A consistent working language is a necessary aspect to collaborations in transcultural 
environments. The energy expended in effectively communicating however, is spread dis-
proportionately among members of the team — those less fluent in the working language 
of the group will always be working harder. Communication and comprehension not 
only takes time, but expends physical, mental, and emotional energy. Even in situations 
where an interpreter or translator are available, be prepared for misunderstanding and 
miscommunication to become permanent fixtures in your collaboration. Just as cultures 
do not have fixed and rigid boundaries, languages are generated and regenerated through 
the interactions of diverse people. You and your collaborators will develop your own 
vocabulary, cadences, and conversational style and it is important to remember that this 
is as much a unique part of your collaboration as the creative material you are generating.
Projects conducted on a small or independent scale often do not have the 
resources required to engage an interpreter or translator full time, if at all. The temptation 
in this situation is to rely on the most fluently multilingual member of the team to ensure 
that communications run smoothly. Whether undertaken explicitly, or by accident, this 
arrangement can profoundly affect the relational dynamics in a group, either by disrupt-
ing existing hierarchies or relationships, or skewing the ways in which they would have 
otherwise developed. This arrangement can also affect the ability of the member called on 
to negotiate communication to fulfil their creative role in the project.
INTERVENTIONS AT THE SITE OF
WORKING LANGUAGES
• Resolve to do everything in your power to share the burden of 
communication democratically. 
• Practice active listening: speak simply and carefully, and be patient. 
• Never pretend to listen in order to reach a break in the conversation 
where your opinion may be heard. 
• Never assume that silence indicates comprehension. 
• Takes steps to actively dismantle the hegemony of the working language. 
• Be curious about and learn the languages of your 
communicators: start with hello, please, and thank you. 
• Substitute word sets from your working language with 
those of the languages of other members in your group 
in your training, game playing, and social activities: start 
with numbers, directions, descriptions of tempo, emotional 
signifiers, and time markers. 
• Remember that miscommunication is not confined to questions of 
linguistics, but often arises from culturally specific understandings of 
each site of transcultural potential.
INTERVENTIONS AT THE SITES OF
HISTORICAL CONTEXTS AND 
SOCIOPOLITICAL CONCERNS
• Develop a basic awareness of the relationships between nations, political 
systems, ideologies, and institutions that affect the lives of people around 
the world (Slimbach, 2005, p. 206). 
• Develop habits of curiosity by promoting a culture of openness, honesty, 
and the sharing of information, stories, and experiences. 
• Foster an environment in which questions are encouraged, but where 
there is no expectation of ready or easy answers. Remember that for 
some people, answering questions about their personal life, social 
behaviour, health, culture, history, or ideologies can be exhausting, and 
at times traumatic. 
• Make research and education the responsibility of every team member - 
an informed question is more useful than an uninformed one. 
• Always remember that people can only speak for themselves - never 
assume that anything shared by one person is representative of the 
experiences of others.
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5 .3 .4 Modes of Communication
Transcultural working environments amplify the need for clear and consistent commu-
nication strategies and protocols. Sufficient time needs to be set aside for not only the 
exchange of creative ideas, but for members to understand expectations, goals and agen-
das, and space needs to be left for the clarification of misunderstanding and miscom-
munication. There may be points in your process where the subject matter or context of 
a conversation can lead to unexpected hostility from or disconnection by one or more 
participants. Ignoring these undercurrents can be detrimental to the health of not only 
your collaboration, but of the relationships between team members.
5 .3 .5 Performance Practices and Forms of Cultural 
Expression
Interweaving performance practices and forms of cultural expression relies on the shar-
ing of ontological concerns and concepts of body, mind, space, and time, and is built on 
a foundation of connections between them, and the establishment and maintenance of 
vocabulary with which to discuss the practices that emerge.
Just as cultures and languages shift and change with sustained contact between 
diverse individuals, the same is true of performance practices and forms of cultural 
expression. The direction of these flows of exchange and appropriation however are rarely 
equitable. Members from outside the dominant cultural group will often be called on 
to share their specialist knowledge of ‘traditional’ or ‘folk’ forms, but it is important to 
remember that they do so against a historical background of criticism of innovation. 
Acknowledge and encourage the transcultural ideal of interweaving in such a way that 
does not destroy culture and heritage, but creates new and exciting performance cultures. 
For this reason, it is important to spend time clarifying issues dealing with, as Grau (1992, 
p. 19) terms them “cultural boundaries in aesthetic communication”.
INTERVENTIONS AT THE SITE OF
MODES OF COMMUNICATION
• Open each day with a focused period of consultation, where the day’s 
activities can be considered, and any issues that have arisen since the last 
session can be openly discussed or dealt with. 
• Schedule sufficient time at the end of each session for the group to reflect 
on the day’s activities, to formulate any lingering questions or concerns, 
and articulate them for discussion in the group. 
• Ensure that there is space and time available after each session for 
members with individual concerns to raise them with the facilitator, 
director, or producer in a non-threatening environment, with the aid of 
an interpreter where appropriate. 
• Practice carefully observing social behaviour by ‘keeping one eye open’ 
and focused on the dynamic of the entire group. 
• Manage your stress, and do everything you can to lessen the stress 
of those around you. Sometimes this will involve sitting quietly and 
listening, rather than actively contributing. 
• In moments where you are met with hostility, unexpected withdrawal, 
or a reluctance to provide explanations for ideas or behaviour, your own 
opinion can usually wait until you have more information, or until your 
conversation partner is ready and available to listen to you.
INTERVENTIONS AT THE SITES OF
PERFORMANCE PRACTICES AND
MODES OF CULTURAL EXPRESSION
• Discuss the cultural specificity of performance forms and expressions 
that you are working with, paying special attention to who ‘holds’ 
knowledge and who is in a position to be able to transmit it. 
• Don’t assume a practitioner is necessarily a teacher. 
• In undertaking independent research, verify what you have learned 
with those who have lived experiences. 
• Decolonise the language used to construct your vocabulary. Incorporate 
words and ideas from outside the working language, acknowledging 
that as you do, that the very thing that you are talking about is changed, 
and perhaps becomes unrecognisable to those outside of your team.
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5 .3 .6 Ontological Concerns and Concepts of Body, Mind, 
Space, and Time
The human mind understands the world and its place within it using a complex web of 
structural, orientational, ontological, and image metaphors that often operate under the 
threshold of consciousness. These metaphors can be harnessed both creatively, and in the 
pursuit of constructing your shared vocabulary and working practice.
Although we live in an increasingly networked and globalised world, the perme-
ation of ideas is not uniform across cultures or geographic locations and in transcultural 
environments, idioms such as “everybody knows…”, “as you can imagine…”, or “it should 
be obvious…” are not helpful. As Singleton (2014) has noted, the identification of the 
essential, or universal is often skewed to preference the opinions of those in the West 
- deferring to an imagined ‘universal human nature’, or ‘common good’ can have the 
effect of erasing or diminishing important cultural distinctions, rather than mindfully 
interweaving them.
5 .3 .7 Positioning of the Audience
Audiences for transcultural work are as diverse as the artists performing for them, and 
the dynamic of the relationship of their encounter relies as much on cultural specificity as 
it does individual disposition.
INTERVENTIONS AT THE SITES OF
ONTOLOGICAL CONCERNS AND 
CONCEPTS OF BODY, MIND,
SPACE, AND TIME
• Do not assume that anyone else shares your religious, scientific, ethical, 
or philosophical beliefs. 
• Encourage conversations about the most basic building blocks of human 
experience: What is the mind, and how does it interact with the body? 
How do we understand and describe the elements of space? How do we 
appreciate the passage of time? 
• Collaborate on making connections between these basic concepts, 
utilising connections may either be direct, or analysed to reveal their 
generic qualities in order to create a blend. 
• Maintain and interrogate your vocabulary for its historical contexts, 
connections to culturally specific ontological concerns, and concepts of 
body, mind, space, and time.
INTERVENTIONS AT THE SITE OF
POSITIONING OF THE AUDIENCE
• Attempt to understand the positioning of audiences throughout history 
and across cultures and performance forms. Openly discuss these factors 
during the course of your collaboration, and generate an approach to 
positioning and considering your audience that is appropriate for your 
work. 
• Locate the audience for your work both demographically, as well as 
personally. 
• Audiences that identify with members of your team who are outside the 
dominant culture will often require personal contact and extra resources 
in order to access your work. 
• Understand that the assumptions that your collaborators make about the 
audience - what they value, how they will interact, what are acceptable 
waiting times, ticket prices etc. - will not only affect production-level 
considerations, but will materially affect the creative life of your work 
and the quality of your collaboration.
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5 .3 .8 Anticipation of Outcomes and Reception
Transcultural environments will often be home to conflicting definitions of artistic prac-
tice and appreciations of the value and quality of creative outcomes, and as difficult as it 
may be for members of one group to understand or accurately represent the criteria or 
framework valued by another, the task of applying them may seem overwhelming. Art 
making is as personal as it is political. Pressure may build and fractures may occur as a 
performer begins to imagine themselves face-to-face with audience members or stake-
holders from their own cultural or linguistic group.
5 .3 .9 Models of Best Practice 
It is not safe or appropriate to assume that the working models and creative processes 
familiar in one environment are universally applicable — even where members of a team 
seem to share a performance practice or training methodology. Models of best practice are 
informed by culture and history, and the nature of working in an unfamiliar environment 
may mean that some members are not able to express or articulate problems with the 
creative process until after a project has concluded, if at all.
Models of best practice in art production are informed by factors such as the 
cultural background of participants, the processes of production familiar to the art forms 
being employed, the level of experience and agenda of the facilitator, and the expecta-
tions placed on participants as members of their native creative community. The nature 
of working in an unfamiliar environment may mean that some artists in culturally and 
linguistically diverse environments are not able to express or articulate problems with the 
creative process until after a project has concluded.
INTERVENTIONS AT THE SITE OF
ANTICIPATION OF OUTCOMES
AND RECEPTION
• Follow Eckersall’s suggestion to (2004, p. 43) thoroughly negotiate the 
direction of the project in collaboration with creative team members, 
production staff, and where appropriate, community leaders or holders 
of cultural knowledge and protocol. 
• Acknowledge that accurate perceptions of the audience’s response to a 
work may be unreliable and are influenced not only by cultural factors, 
but individual disposition. 
• As well as discussing the positioning of the audience, discuss the ways 
that perceptions of the audience affect the ability to contribute to 
collaborative processes. 
• Build adequate hooks, or ways into the work that take into account the 
culturally and linguistically diverse nature of your audience.
INTERVENTIONS AT THE SITE OF
MODELS OF BEST PRACTICE
• Consult with the team in order to negotiate working processes that are 
both effective and inclusive. 
• Arrange for the facilitator, director, or producer to meet each member of 
the team individually, with an interpreter if necessary, in order to gather 
information regarding preferred working styles and processes. 
• Ask questions relating to each team member’s awareness of their 
individual collaborative ‘style’ and their understanding of the creative 
goals of the project. 
• Give adequate time for the voicing of any questions or concerns that 
team members may have about the project. 
• Early in the process, allocate time for reflecting on and sharing previous 
experiences of collaborative processes. 
• Actively encourage disinterestedness in just “getting the job done” 
- efficiency in production practices need to be considered, however 
leave time to practice Slimbach’s (2005, p. 207) standards of the heart: 
empathy, inquisitiveness, initiative, flexibility, humility, sincerity, 
gentleness, justice, and joy. 
• Do not rely overly on intuition or basing a working process on 
the gradual release of information unless it is well scaffolded and 
signposted. As Pearce (2003, p. 124) has suggested, aim for precision in 
communication whilst retaining the ability to express nuance.
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5 .3 .10 Expectations of Roles and Responsibilities
The creative and production roles of individuals within the transcultural working envi-
ronment are a product of expectations and assumptions arising from their cultural back-
ground, their professional experiences, and the quirks and particularities of the local 
industries they are accustomed to working in.
5 .4 Conclusion
The model for the interweaving of cultures in performance outlined in this chapter 
acknowledges the forces at work on the creative process by individual experiences of sites 
of transcultural potential. This model requires participants to evaluate their prejudices 
and assumptions by encouraging reflexivity in creative practice and relies on the active 
negotiation of interpersonal relationships.
INTERVENTIONS AT THE SITE OF
EXPECTATIONS OF ROLES AND 
RESPONSIBILITIES
• Clearly identify each person that comes in and out of the collaborative 
space, adhering to disclosure plans regarding roles and relationships, and 
be prepared to justify and explain their role in the process. 
• Do not rely on ‘industry standard’ job and role descriptions, as these 
differ between cultures, locations, and performance forms. 
• Openly discuss the limits and capabilities of the team in ways that 
encourage and enhances the potential for human flourishing.
PHOTO 47 Brisbane Festival promotional photoshoot - Deluge Cycle 5. 
Photo: Gerwyn Davies (2014)
Pictured: Kat Cornwell
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6 FINDINGS AND CONCLUSIONS
6 FINDINGS AND CONCLUSIONS
This practice-led study began as a response to a hunch, that butoh and p’ansori have 
the potential to be combined in performance. My existing practice of devising through 
creative development served as the primary research methodology, with the following 
research question crystallising as the study unfolded:
What are the processes of negotiation that inform an effective model of 
transcultural collaboration in the context of an Australian performance 
project that interweaves the traditional Korean vocal form of p’ansori and 
the contemporary Japanese dance form of butoh?
While preparing my approach to collaborating with artists from Australia and Korea, I 
was wary of working in a way that pushed past the diversity of the team to focus on ideas 
of the essential or universal. I worked actively at extending the knowledge I had gained 
from previous projects in culturally and linguistically diverse environments by attempt-
ing to identify and understand the cultural and social factors that were at play in the 
dynamic of the team. This was an attempt to remove Karatani’s (1998) brackets and avoid 
the pitfalls of aestheticentrism. I chose the most obvious solution to me — embarking 
on a program of cultural exchange which encouraged participants to attempt to under-
stand each other better through the sharing of their lived experiences, social and cultural 
practices, and the transfer of skills and performance practices. The work that resulted 
from this first cycle of practice was not fulfilling for me as a director — it felt formulaic 
and presentational rather than integrated and meaningful. More concerning to me than 
the creative outcome however was that the quality of the collaboration had not met my 
expectations — we had not made inroads into developing the kind of tight-knit family 
that I had always experienced under the leadership of my mentor Roger Rynd.
The journey of continuing to develop Deluge for main stage presentation over 
subsequent cycles of practice saw the focus of the research shift between the aesthetic 
concerns of the work, and the nature of the collaborative environment in which the work 
was being developed, with the findings of the study reflecting this dual focus.
PHOTO 48 Deceleration - Deluge Cycle 5 at Seoul Arts Space_Mullae.  
Photo: SFAC (2014)
Pictured: Jeremy Neideck (centre)
6 .1 The Emergence of a Metaphoric Practice
The first of the sub-questions of this study addresses the aesthetic concerns of the Deluge 
project and reflects the initial focus of my research:
What metaphors are common to the practices of butoh and p’ansori, and 
how are they linked?
My approach to drawing p’ansori and butoh together during the first cycle of practice was 
to try and connect them to the concept of transformation, and attempt to inspire my col-
laborators to reflect on their own performance practices and forms of cultural expression 
in order to identify techniques we could share. The discoveries made by Tak Hoyoung, 
Park Younghee, and I during the second cycle whilst living and working together in isola-
tion in the Sunshine Coast hinterland however was that butoh and p’ansori might be con-
nected through their links to shamanism, and concepts of space, time, and the body that 
are common to Korean and Japanese philosophies. These findings allowed the project’s 
three primary collaborators to connect as an ensemble, laying the groundwork for the 
development of a shared working vocabulary and an emergent physio-vocal technique.
The third cycle of practice built on the foundation of the second as we went through 
a process of abstracting the connections between butoh and p’ansori. By reflecting on the 
first three cycles and analysing them by drawing on Zarrilli (2002; 2007), Gaskell (2011), 
and Barba (2002), I was able to identify our practice as one which drew on metaphors able 
to be split into three categories: philosophical, embodied, and dramaturgical.
The iterative nature of the creative development process saw the opportunity to 
test the emergent metaphoric approach to the physio-vocal combination of butoh and 
p’ansori in the fourth cycle of practice, leading to the development of the material and 
structure for Deluge as an almost-complete work of performance.
PHOTO 49 Catharsis - Deluge Cycle 4. Photo: Rick Clifford (2012)
Pictured (L-R): Dale Thorburn, Jeremy Neideck
6 .2 Interruptions and Interventions at Sites 
of Transcultural Potential
As an approach to tackling the aesthetic concerns of the Deluge project started to take 
shape, my focus as a researcher began to shift once again to the nature of our collaborative 
environment, leading to the articulation of a second sub-question:
What conditions and processes are necessary for the development of per-
formance that interweaves practices grounded in specific cultural contexts?
In preparing for the large-scale presentation of Deluge in Cycle 5, it became obvious that 
concerns regarding the negotiation of interpersonal relationships had to become one of 
my primary tasks for consideration. Focusing on the dynamics of our collaborative envi-
ronment allowed me to identify interruptions to our practice which occurred at places I 
have described as ‘sites of transcultural potential’. The nature of these sites was revealed 
through a process of analysis and reflection of the creative practice and the data gathered 
from participants in interview.
Interventions at these sites were developed throughout the life of the project that 
spoke to the specifics of the performance practices and cultures that intersect in it. The 
effectiveness of my approach of identifying and exploiting interventions developed at 
sites of transcultural potential was reflected in the data gathered in interview from par-
ticipants in Cycle 5, several of whom were in a position to reflect across the entire scope 
of the project.
Drawing on Slimbach’s (2005) description of the transcultural journey, and frame-
works for the reweaving of organisational cultures proposed by Simons et al. (1993), I 
have proposed a framework for the interweaving of cultures in performance, guided by 
discoveries made around the dynamic interactions between cultural and individual forces 
in transcultural collaborations in this study.
6 .3 The Active Negotiation of Relationships
The complex interactions between cultural and individual forces have been illuminated 
by the interview data collected during this study. The preconceptions, behaviours, and 
‘ways of being’ informed by the lived experiences of participants from diverse cultural, 
linguistic and practical backgrounds have had a significant impact on our collaboration, 
but as the cycles of development and presentation of Deluge progressed, the individual 
and collective journeys through sites of transcultural potential also revealed the impor-
tance of negotiation between collaborators on an interpersonal level. The overall narra-
tive that unfolded through the five cycles of the study was one that oscillates between 
differences defined by cultural and sociopolitical forces, and those that are due to the 
personalities of individual participants. The practicing of ongoing negotiation between 
individuals has alleviated the pressure generated by the interaction of diverse, culturally 
based assumptions and working practices, and has made space for the creation of the 
work of performance.
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FIGURE 22 Sites of transcultural potential encountered in this study
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At no point however have these tensions and issues been completely “solved”. 
Instead, the process of developing and testing a model for the interweaving of cultures in 
performance has led to the responsibility for the success of the project being democra-
tised. This has been revealed most clearly through the reflections on the process offered 
by collaborators in interview. Hoyoung in particular articulates the shift in thinking and 
in action that results in maintaining rigorous reflective practices that question individ-
ual and cultural motivations, and cultivate honesty, respect, and flexibility. In his exit 
interview, he describes his initial reactions to conflict having changed from either disen-
gaging or aggressively escalating, to thinking “why do I want to do this” in an attempt to 
understand his motivations so that the collaboration can proceed (H. Tak, in interview, 
18 December 2014).
I think about the time when I had only worked with Jeremy for one year, if 
he was to ask or request something from me, I wouldn’t ask him the reason 
or share my doubts or curiosities, I would just say “yes” to give it a go. But 
imagine if the result had turned out bad. In the end, I would remain indif-
ferent. But if I take the attitude of asking ‘why’, of questioning in a pro-
gressive manner, things can change. So this is the viewpoint I take now - I 
consider relationships to be incredibly important.
(H. Tak, in interview, 18 December 2014)
My life and work are intrinsically wound up in the well-being of my collaborators — a 
way of existing as an artist that I have inherited from my friend and mentor, Roger Rynd. 
This is an approach to the creation of art that Tillman-Healy (2003, p. 735) suggests can 
also be applied to the research process, by utilising the ethics of friendship “a stance of 
hope, caring, justice, even love”. 
Friendship as method is neither a program nor a guise strategically aimed 
at gaining further access. It is a level of investment in participants’ lives that 
puts field-work relationships on par with the project.
(Tillmann-Healy, 2003, p. 735)
Through the ongoing critical reflection on this project, it has become apparent that the 
result of sharing responsibility for the health of our collaborative environment is crucial 
to the success of the work and that as primary researcher and facilitator, I am not the only 
one whose creative practice has developed as a result.
PHOTO 50 Breath - Deluge Cycle 5 at Brisbane Powerhouse.  
Photo: FenLan Chuang (2014)
Pictured: Kwon Youngho
6 .4 Conclusion
This study has shown that p’ansori and butoh can be combined in performance by developing 
methods of training and creation that manipulate philosophical, embodied, and dramatur-
gical metaphors that exploit connections to shamanism — connections that are revealed by 
looking at these performance practices and forms of cultural expression through the lens of 
Turner and Fauconnier’s (2002) networked model of conceptual integration. It has also been 
demonstrated that in the development of collaborative performance works which inter-
weave the diverse practices and cultural experiences of participants, the imperative must 
be to clearly establish an environment in which genuine and active negotiation between 
participants can be facilitated. Although likely never to be completely resolved, once such 
a process is established it has the potential to move an ensemble toward more effective 
modes of creative development. This phenomenon can be understood by employing the 
conceptual metaphor making transcultural art is weaving fabric. This weaving is 
the result of transculturation in action. It is a progressively shifting and cyclical process, 
the component threads of which are made up of the experiences of individual participants 
as they negotiate sites of transcultural potential, threads that are periodically hidden and 
exposed in the warp and weft of the fabric they construct.
The transcultural environment in which Deluge was developed was made possible 
through the active negotiation of the relationships of the participants and their individ-
ual and collective journeys through sites of transcultural potential. Whilst I am excited to 
continue testing this approach in new projects that involve the ever-expanding family of 
artists who find themselves caught for whatever reason between Australia and Korea, areas 
for future research include widening participant pools to artists from a greater number 
of cultural and linguistic backgrounds, and testing this approach in environments where 
my cultural and linguistic capital does not put me in such a privileged position. There is 
also the potential for aspects of the reflective practice developed through this study to be 
applied and testing in learning environments, and the interventions we have discovered at 
sites of transcultural potential being applied outside of strictly artistic contexts.
If the ultimate goal of transcultural art production truly is the modelling of new and 
collaborative social ideals as Fischer-Lichte (2009) has suggested, then it follows that it is 
the transcultural theatre maker’s duty to document and disseminate their experiences on 
the local stage for the consideration of those who may be able to implement what they have 
learned on the global one.
PHOTO 51 The Crack - Deluge Cycle 5 at Seoul Art Space_Mullae. Photo: SFAC (2014)
Pictured: Jeremy Neideck
6 .5 Epilogue
We’d had three hours sleep, which wasn’t too bad… just a few hours shy of our nightly 
average over the last few months. We were recovering from hosting a double-bill the night 
before: the final showcase of the latest round of the Australia Korea International Cultural 
Exchange, and a work-in-progress showing of 심청 <Shimchong>: Daughter Overboard! 
Fifteen artists had worked at the Brisbane Powerhouse for over two weeks, half of whom 
had already put in two weeks of remount rehearsals for Deluge: 물의기억. And now, at 
8:35 am on Sunday, April 12 2015, five Koreans and five Australians from three different 
projects were flying out of Brisbane for Seoul.
A strange sense of déjà vu had set in over the last week. It had only been six 
months since our last international adventure. The winter of 2014 had seen us develop-
ing 심청 <Shimchong>: Daughter Overboard! for two weeks in regional Australia, on the 
border of New South Wales and Victoria, before launching into three weeks of rehearsal 
for Deluge, followed by a one week season at the Brisbane Festival. We closed Deluge on 
a Saturday night, then flew out to Seoul on the Monday to bump in a 40 foot shipping 
container’s worth of 지하 Underground set in the Korean summer heat, in to a function 
space under City Hall the next Tuesday. Deluge opened at SiDance five days after 지하 
Underground closed at the HiSeoul Festival, after which we embarked on a series of ‘one 
venue one show’ engagements. We were flying by the seats of our pants, unable to shake 
the feeling that Roger was watching on, laughing maniacally. The last of those Deluge per-
formances in 2014 was in the box theatre at Seoul Art Space_Mullae, a space almost half 
the size of the Brisbane Powerhouse theatre. A space in which our technical manager was 
forced to completely recreate David Walter’s striking lighting design, and our cast shaved 
minutes off the show simply by virtue of the fact that there was no space for them to run. 
However it was in this space that we were the closest to our audience that we had been 
since working in the Whitlam Studio at Metro Arts in 2011. From the stage we could see 
and hear the emotional impact the work was having, the gravity of which was revealed in 
a post-show question and answer session. Our final questioner posed a series of questions 
that revealed a depth of understanding that none of us were quite ready for: 
Do you know han?
Do you know about Sewol?
Do you know the story of Shimchong?
Do you know about kut?
After the show the elegant, smartly dressed woman introduced herself to Dave and I as 
Cho Sunny - the CEO of the Seoul Foundation for Arts and Culture. We sat in the front 
row of the theatre as our team pulled the set down around us, and Ms. Cho talked pas-
sionately about what the work had meant to her, how important she thought it was. She 
asked us if there was any way for us to present it in April of 2015 as a public memorial to 
those who had lost their lives in the sinking of the Sewol. Dave had to run over to stop our 
composer from making souvenirs out of our fragile wooden pylons.
Stepping out of the cab and onto one of Seoul’s busiest streets six months later was 
a surreal experience — and not just because we were greeted by our own faces on banners 
flying from every street lamp. Families of the victims of the Sewol were leading mass 
demonstrations at City Hall, demanding answers to what they insisted was a series of 
government cover-ups before being dispersed by water cannons. Some family members 
were huddled under clear plastic tarps in front of the statue of King Sejong, sleeping in 
the driving rain of the Korean spring. Some were on hunger strike. Some had taken their 
own lives.
PHOTO 52 Hope - Deluge Cycle 6. Photo: SFAC (2015)
The importance of having our work programmed as the only publicly funded per-
formance speaking to such a deeply felt national pain was hard to comprehend. It felt like 
no matter how much exploration of the impact of water on the body we had done in a 
studio on top of a mountain in Queensland, we couldn’t possibly have anything useful to 
offer here, in a historic theatre in the shadow of Namsan tower, wedged between a radio 
station and a manga museum on the side of Seoul’s sacred southern mountain. It was hard 
to explain the feelings that flowed from repeating movements we had practiced for five 
years. Roger once wrote:
As I watched you all yesterday — working, eating and playing - I was 
struck, not for the first time, by the extraordinary nature of what we do. I 
imagined if some alien anthropologist were to observe you at work they 
would see one of the most distinctive aspects of humanity.
That we contrive to depict our existence through an aesthetic organisation 
of movement and sound; that we dance and sing in harmony, and that the 
juxtaposition of these two things is endlessly and rapidly mutable.
It is apparent that other creatures also dance and sing; and like us they do it 
for sex and territory. Perhaps migrating whales sing for deep companion-
ship. But we contrive to do it. Imaginatively and logically; and we also do it 
for the transcendent spirit of the act itself. To express from deep within, our 
joy and sadness, our han and jong.
(R. Rynd, personal communication, 10 April 2009)
Like han, chŏng (정 / 情) is said to be a complex and difficult feeling to grasp for the 
non-Korean. It is a sentiment knotted with the full range of human emotion (Yang, 2006, 
p. 285), an embodiment of the connections between individuals; a human experience that 
cannot be manufactured; conditional on existing in the same place and at the same time, 
generated through our recurring and shared experiences.
On the night of the one-year anniversary of the sinking of the Sewol, a group 
of humans born in bordering time-zones thousands of kilometres apart, sat and folded 
paper cranes and boats. We collected shoes and books and empty vessels and navigated 
our way through terror, pain, and loss — attempting to weave a glimpse of hope out of the 
tattered remains of what was left behind. 
PHOTO 53 Pre-show - Deluge Cycle 6. Photo: SFAC (2015)
Pictured (L-R): Sammie Williams, Nho Jaehyon, Park Younghee, Tak Hoyoung, 
Ellen Rijs
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Appendix
Glossary of Acronyms
AKICE Australia-Korea International Cultural Exchange (formerly RRICE)
AM  Authentic Movement
AR  Action Research
CMT Conceptual Metaphor Theory
CTM Contemporary Theory of Metaphor
LATT Language Acquisition Through Theatre1
NTOK National Theater of Korea
NYID Not Yet Its Difficult
QUT Queensland University of Technology
QUT CI Queensland University of Technology Creative Industries
RRICE Roger Rynd International Cultural Exchange
SCOT Suzuki Company of Toga
SCRC Sunshine Coast Regional Council
SFAC Seoul Foundation for Arts and Culture
SiDance Seoul International Dance Festival
ZZZ  Zen Zen Zo Physical Theatre
1 Originally standing for “Language Arts Testing and Training”, Unibooks’ children’s theatre was 
given this name in memory of the English language hakwon (private academy) set up in the 1960s 
by Mrs Gertrude Ferrar, the elderly American author of much of Unibooks’ children’s literature. 
According to LATT’s former management consultant Yoon Yeoik (personal communication, June 
4 2013), some time after the company was founded, the acronym was re-imagined as “Language 
Acquisition Through Theatre” in consultation with Macquarie University’s Jennifer Nichols.
Glossary of Korean Terms
Definitions of simple terms draw on the Tuttle Learner’s Korean-English Dictionary 
(K. Park, 2012) as well as Korea: A Historical and Cultural Dictionary (J. Kim, 1997a). 
Definitions of terms more specific to this study have been prepared with the assistance of 
the sources cited in the text.
ajŏssi 아저씨 ajeossi (ah-jaw-shi) Middle-aged man.
aniri 아니리 aniri (ah-ni-ri) Highly stylised form of recitative employed in 
p’ansori in order to give indications regarding setting, and to fill in back-story as 
well as snippets of dialogue. Aniri is delivered in a distinctive “sing-song” style that 
facilitates an easy transition in and out of sung sections.
changdan 장단 jangdan (jung-dan) Rhythmic cycles in traditional Korean music.
ch’anggŭk 창극 changgeuk (chang-guk) Using a large cast and sets and costumes 
on a grand scale, ch’anggŭk has been described as “opera with pansori-style 
singing” (Killick, 2008 p. 97).
chŏng 정 / 情 jeong (jong) A human experience of warmth and affection that 
cannot be manufactured (Yang, 2006 p. 285-286).
ch’ŏnggusŏng 청구성 cheongguseong (chawng-gu-sawng) Bright voice (p’ansori 
technique).
ch’ŏlsŏng 철성 cheolseong (chawl-sawng) Iron voice (p’ansori technique).
ch’uimsae 추임새 chuimsae (choo-im-seh) Words of encouragement, yelled by the 
audience to performers in many folk forms of entertainment.
han 한 / 恨 han (hahn) The complex and dynamic emotional state characterised as 
a “bitter-sweet longing” (Chu, 2008) and often (although not universally) assumed 
to be culturally specific to Korea and its historical cycle of colonial oppression and 
liberation (Freda, 1999 ¶ 12).
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Hankuk muyong 한국무용 Hanguk muyong (Hahn-gook moo-yohng) A 
collective term for traditional Korean dance.
hangŭl 한글 hangeul (han-gul) Korean script.
hyŏng 형 hyeong (hyawng) A boy’s elder brother. Also used as a term of 
endearment and respect by a male to an older male friend.
kimch’i 김치 kimchi (kim-chi) Made of radish, cabbage, cucumber, etc. 
fermented with salt and red pepper. This is the most popular Korean side dish.
kisaeng 기생 gisaeng (gi-seng) Professional female entertainer. The kisaeng 
has been understood by some historians as a kind of sex worker, however this 
is not a view that is universally held, with some scholars insisting that they were 
“forbidden from selling their bodies”, with their association with sex work starting 
from the time of Japanese colonial rule (Pilzer, 2006 p.295).
kosu 고수 gosu (goh-soo) Solo drummer, who traditionally accompanies the 
p’ansori singer on the puk.
kungchung musul 궁중무술 gungjung musul (koong-joong moo-
sool) Traditional martial arts of the Imperial court.
kut 굿 gut (goot) Korean shamanic ritual.
kŭnŭl 그늘 geuneul (gu-nul) Literally “shadow”. In p’ansori, this term refers to 
the simultaneous holding of opposing qualities in the voice. Achieved through the 
technique of shigimsae.
kwangdae 광대 gwangdae (gwung-deh) An itinerant performer. In modern 
usage, this is a term is commonly used to describe a clown, but historically was 
also used for a solo p’ansori singer.
madanggŭk 마당극 madanggeuk (ma-dang-guk) Dramas performed in outdoor 
spaces such as courtyards and marketplaces.
minjŏng 민정 minjeong (min-jawng) Popular mass movement of the 1970s that 
opposed the government’s nationalist stance.
mu 무 mu (moo) Korean shamanic practice.
mudang 무당 mudang (moo-dahng) Shaman.
muga 무가 muga (moo-gah) Shamanic texts.
mugyo 무교 mugyo (moo-gyoh) Korean shamanic practice.
musok 무속 musok (moo-sohk) Korean shamanic practice.
muŭishik 무의식 muuisik (moo-wee-shik) Shamanic rituals.
norae 노레 norae (noh-reh) Song.
noraebang 노레방 noraebang (noh-reh-bung) Karaoke room.
nuna 누나 nuna (noo-nah) A boy’s elder sister. Also used as a term of 
endearment and respect by a male to an older female friend.
oegugin 외국인 oegugin (weh-gook-in) Foreigner.
ondol 온돌 ondol (on-dohl) Traditional Korean heating system. Heated water 
flows through pipes underneath the floor, to warm the room.
pallim 발림 ballim (bal-lim) Dramatic gestures used in p’ansori undertaken with 
the use of the puch’ae.
p’an 판 pan (pahn) Open space used as a stage.
p’ansori 판소리 pansori (pan-so-ri) Solo form of epic narrative told through 
norae / sori, aniri, and pallim using a puch’ae as the only prop. Traditionally p’ansori 
is performed to the accompaniment of kosu, a single drummer playing the soripuk.
Pongsan t’alch’um 봉산탈춤 Bongsan talchum (Bong-sahn tal-choom) Masked 
dance from the Pongsan region.
puch’ae 부체 buchae (boo-cheh) Paper fan, the traditional prop of the p’ansori 
singer.
sal 살 sal (sahl) Malevolent spirit.
salp’uri 살풀이 salpuri (sahl-poo-ri) 1. The process of exorcising a malevolent 
spirit. 2. A dance form first developed by Han Seongjun in the 1930s that abstracts 
many aspects of Korean shaman ritual
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sanjo 산조 sanjo (sahn-joh) A genre of Traditional Korean music for solo 
melodic instruments that features characteristics from the south-western Jeolla 
provinces.
shigimsae 시김새 sigimsae (shi-gim-seh) Vocal technique peculiar to Korean 
music that internalises han and adds the unique character of kŭnŭl to the voice.
shinmyŏng 신명 shinmyeong (shin-myawng) Catharsis.
soju 소주 soju (soh-joo) A distilled spirit, soju is the most popular Korean 
alcoholic beverage. A clear liquid, it is known for its stinging flavour.
sori 소리 sori (soh-ri) Literally “sound”, or “voice, the term sori is also used to 
indicate the sung sections of p’ansori.
soripuk 소리북 soribuk (soh-ri-book) Literally “sound drum”. Small 
barrel-shaped, double-headed drum played by kosu as accompaniment in the 
performance of p’ansori. Distinct from the common puk used in other forms of 
folk music which has two skin heads laced together to facilitate tuning, the soripuk 
is completely covered by skin, with the barrel studded with a double row of brass 
pins.
sŏnbae 선배 seonbae (sawn-beh) Senior, or superior.
surisŏng 수리성 suriseong (soo-ri-sawng) Tough voice (p’ansori technique).
taegŭm 대금 daegeum (deh-gum) Large Korean bamboo transverse flute.
tchimjilbang 찜질방 jjimjilbang (djim-jil-bung) Large, gender-segregated public 
bathhouse.
ŭnnyu 은유 eunnyu (un-nyoo) Metaphor.
yangban 양반 yangban (yung-bahn) The name given to the elite class during the 
Chosŏn period.
yŏbaek 여백 yeobaek (yaw-beck) Empty space.
Project Timeline and Key Personnel
Hidden Land Phase 1 December 2010
Producers / Presenters
REM Theatre
SFAC
Venue
Seoul Art Space_Mullae
Performers
Jeremy Neideck (Director)
Justin Shoulder (Costume Design)
Tak Hoyoung
Jung Minji
Jo Songeun
Hidden Land Phase 2 May 2011
Producers / Presenters
REM Theatre
SFAC
Sunshine Coast Regional Council
Venue
Floating Land Festival, Boreen Point
Performers
Jeremy Neideck (Director)
Tak Hoyoung
Park Younghee
Jung Minji
Polly Sara
Xanthe Beesley
CYCLE 1• Deluge June 2011
Producers / Presenters
Red Moon Rising
REM Theatre
Metro Arts
Venue
Metro Arts Whitlam Studio
Performers
Jeremy Neideck (Director)
Tak Hoyoung
Park Younghee
Jung Minji
Ellen Rijs
Amy Wollstein
Mark Hill
Mary Eggleson
Kat Henry
Jana Penshorn (Vocalist)
Terry Hesketh (Guitarist)
Stuart Clifford (Bassist)
Associate Artists
Noni Harrison (Costume Design)
Hamish Clift (Lighting Design)
Candice Diana (Stage Manager)
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CYCLE 2 • TransLab February 2012
Rehearsal Venue
The Range Scout Hall
Performance Venue
QUT Woodward Theatre
Performers
Jeremy Neideck (Director)
Tak Hoyoung
Park Younghee
CYCLE 3 • TransLab June 2012
Venue
QUT Woodward Theatre
Performers
Jeremy Neideck (Director)
Park Younghee
Amy Wollstein
Polly Sara
Dale Thorburn
Genevieve Butler
Haidee Gaudry
Associate Artist
Tak Hoyoung (Consultant)
CYCLE 4 • Deluge October 2011
Producers
Motherboard Productions
Ausdance Queensland
QUT Creative Industries
Rehearsal Venue
Judith Wright Centre
 The Bell Tower
Performance Venue
QUT The Loft (Performance)
Performers
Jeremy Neideck (Director)
Tak Hoyoung
Park Younghee
Katrina Cornwell
Dale Thorburn
Associate Artist
Dane Alexander (Composer)
CYCLE 5 • 대홍수 Deluge September 2014
Producers  / Presenters
Motherboard Productions
Brisbane Powerhouse
Brisbane Festival
SiDance
SFAC
Rehearsal Venue - Brisbane
Brisbane Powerhouse
 The Stores Rehearsal Studio
Performance Venue - Brisbane
Brisbane Powerhouse Theatre
Performance Venues - Seoul
Gangdong Arts Center
Osan Cultural Center
Seoul Art Space_Mullae
Performers
Jeremy Neideck (Director)
Tak Hoyoung
Park Younghee
Kwon Youngho
Samantha Williams
Katrina Cornwell
Amy Wollstein
Associate Artists
Dave Sleswick (Producer)
Dane Alexander (Composer)
David Walters (Lighting Designer)
Sarah Winter (Production Designer)
Kiara and Bianca Bulley
 (Costume Designers)
Daniel Anderson
 (Technical Manager)
Morgan Aldrich
 (Production Assistant)
CYCLE 6 • Deluge: 물의기억 March / April 2015
Producers  / Presenters
Motherboard Productions
SFAC
Rehearsal Venue - Brisbane
QUT Gardens Theatre Rehearsal 
Room
Performance Venue - Seoul
Namsan Drama Center
Performers
Jeremy Neideck (Director)
Tak Hoyoung
Park Younghee
Kwon Youngho
Samantha Williams
Amy Wollstein
Ellen Rijs
Nho Jaehyon
Associate Artists
Dave Sleswick (Producer)
Dane Alexander (Composer)
David Walters (Lighting Designer)
Sarah Winter (Production Designer)
Kiara and Bianca Bulley
 (Costume Designers)
Daniel Anderson
 (Technical Manager)
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Cycle 5 Artist Biographies
DANE ALEXANDER - Composer
Dane holds a Bachelor of Music, a Master of Creative Industries and is currently under-
taking a PhD at QUT. Dane’s career has seen him compose, produce and perform at the-
atres and festivals nationally and internationally. He has been composing and producing 
music with DeepBlue Orchestra since 2006 (2009 APACA award for ‘Excellent Audience 
Response’). Dane’s contributions to Queensland theatre have been recognised with a 2013 
Matilda Award and multiple Groundling Awards. Recent productions include A Doll’s 
House (La Boite Theatre Company), Deluge (Motherboard Productions and Brisbane 
Powerhouse; SIDance, Korea), Sex With Strangers (Brisbane Powerhouse), Motherland 
(Ellen Belloo and Metro Arts, Matilda Award for Best Independent Production), and The 
Wizard of Oz (The Danger Ensemble and La Boite Theatre Company).
DANIEL ANDERSON - Technical Director
Daniel is a lighting designer for Theatre, Opera, Dance, and Cityscapes. Selected credits 
include: La Boite Theatre Company, Queensland Theatre Company, Brisbane Festival, 
JUTE Theatre, Brisbane City Council/Brisbane Marketing, Black Honey Company, Elbow 
Room, Next Wave Festival, and Motherboard Productions. Daniel has been nominated 
for a Matilda Award in 2012 for the Bille Brown Award for the Best Emerging Artist, and 
received an ArtStart Grant from the Australia Council for the Arts. Daniel is an Artistic 
Associate of Black Honey Company.
KATRINA CORNWELL - Performer
Kat is a performer who specializes in physical and movement-based theatre. Katrina 
has a Bachelor of Creative Industries (Performance) from QUT and has trained exten-
sively in The Suzuki Method of Actor Training, The Viewpoints and Butoh dance thea-
tre. In 2008 she attended the Suzuki Company of Toga Summer Intensive in Japan with 
Tadashi Suzuki and Ellen Lauren. In 2005 Katrina received Arts Queensland support to 
attend the London DAIWA Butoh Festival and study with Tadashi Endo, Katsurakan and 
Yuko Kawamoto. Her performance credits include: We Only Meet in Summer (Mullae 
Arts Centre, Seoul), The House of Bernada Alba (Arouet Theatre, Seattle), The Hamlet 
Apocalypse (La Boite Theatre, Brisbane), Sh*t (Anywhere Theatre Festival, Brisbane) and 
the Who Killed Amanda Palmer World Tour (Europe, UK, USA and Australia). Katrina 
is the founder and Artistic Director of the new Australian youth theatre company Riot 
Stage. Directing credits include: It’s Not the End of the World (2014), So Much Yes (2014), 
Animal Farm (2013), The Chorus (2013), Prometheus Days (2011) and After 3, and 
Forever City (2015).
KWON YOUNGHO - Performer
Youngho graduated with a degree in choreographic studies from the Korean National 
University of Arts  where he is currently completing a Masters in Theatre Directing. He 
has worked as a dancer, actor, choreographer and director across Korea and has toured 
internationally. Most recently as a dancer: The 7th man choreographed by Jeong Youngdu 
at the LG Arts Center, New monster choreographed by Jeeae Lim, Body, meet architecture 
site specific performance in LG arts center, The nine billion names of God in Sungkok 
museum. As an actor:  One day maybe directed by Tristan Shaps in Gwangju and Japan. 
As a choreographer: The door for LIG Arts Center. As a choreographer and assistant direc-
tor: The children of Medea directed by Tony Graham. As a movement advisor: Tempest 
directed by Donghyoun Kim for Korea National Theater company.
JEREMY NEIDECK - Director and Performer
Jeremy is a performance maker who has worked between Australia and Korea for the 
last decade, performing for LATT Children’s Theatre and undertaking residencies at The 
National Art Studio, MODAFE (Modern Dance Festival), Seoul Art Space_Mullae, and 
the MIZY Center for Cultural Exchange. Jeremy is a prolific sound designer and com-
poser having worked with companies and artists such as Imaginary Theatre, Zen Zen 
Zo, 23rd Productions, with his design for Fleur Elise Noble’s ‘2 Dimensional Life of Her’ 
described as “superb” by the New York Times. His dance work for Red Moon Rising has 
been featured in the Next Wave Festival and Metro Arts’ Free Range Festival, and his 
transcultural music theatre work 지하 Underground has enjoyed sell out seasons as part 
of Metro Arts Independents, Brisbane Festival 2012, World Theatre Festival 2014 (APAM) 
and Hi Seoul Festival 2014. Jeremy’s most recent work is 대홍수 Deluge, a transcultural 
work of experimental dance theatre that combines butoh with p’ansori and premiered 
at the Brisbane Festival 2014 after a 3-year period of development with an international 
team. This project went on to have seasons at the 2014 Seoul International Dance Festival, 
Osan Arts Centre and Seoul Art Space_Mullae. 
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Jeremy has been the recipient of scholarships and bursaries from Aphids, The Australia-
Korea Foundation, and JUMP. In 2013 he was an Asialink Resident at The National 
Changgeuk Company of Korea where he furthered his study of p’ansori (traditional 
Korean opera) with Oh Min Ah, and was also a recipient of the Brisbane City Council 
Lord Mayor’s Young and Emerging Artists Fellowship which allowed him to participate 
in the TransCultural Exchange Conference in Boston before undertaking a series of 
professional development and training opportunities in New York before travelling to 
Singapore to intern with The Necessary Stage.
PARK YOUNGHEE - Performer
Younghee is an actor and director who has worked professionally for over 15 years, first 
as member of Mokhwa Repertory Theatre (Artistic Director: Oh Tae Suk) and then with 
LATT Children’s Theatre (Artistic Director: Roger Rynd). Younghee’s training as an actor 
began at the prestigious Geawon Art High School before moving on to study at the Seoul 
Institute of Art. From the age of 18, she trained in P’ansori (Traditional Korean Opera) 
with Han Seongho, an officially designated National Living Treasure, and in ‘Bongsan 
Mask Dance’ with Kim Sunbong, also a National Living Treasure. For Mokhwa, Younghee 
performed in over 15 productions and toured extensively through Korea as well interna-
tionally to places such as Japan (Chunpoon’s wife, My love DMZ) and Germany’s Bremen 
Shakespeare Festival (Romeo and Juliet). For LATT Children’s Theatre, she has worked as 
a performer as well as vocal coach and associate director in over 11 productions. In 2006, 
LATT was invited to perform Shadow Thief at QPAC’s Out of the Box Festival in Brisbane, 
where she performed the title role. Younghee has performed in 지하Underground for 
the 2012 Brisbane Festival and the 2014 World Theatre Festival, and collaborated with 
Nathan Stoneham and M’ck McKeague to create The Dokbokki Box for the 2014 Next 
Wave Festival.
DAVE SLESWICK - Producer for Motherboard Productions
Motherboard Productions was established in 2011 with the support of the Australia 
Council for the Arts with the aim of creating an ecosystem of like-minded artists who 
are working and disseminating innovative and socially ‘now’ cultural experiences. At the 
heart of Motherboard Productions is a drive to find the space between cultural prac-
tices, languages and ideas and in turn create a new and divergent ways to create engaging 
experiences for audiences. As the director of Motherboard, Dave was a recipient of the 
2012 Bootcamp Producer’s Mentorship and a recipient of the Australia Council’s 2012 
Independent Producers Initiative.
Dave has been the key producer, project manager, curator and creator for many 
independents works and programs around the country and abroad. He has produced 
and managed works for World Theatre Festival, Australian Performing Arts Market, 
The Street Theatre Canberra, Brisbane Festival, MONA FOMA, Metro Arts, Brisbane 
Powerhouse, Next Wave Festival, Seoul International Dance Festival, HiSeoul Festival, 
La Boite Theatre, Seoul Performing Arts Festival, Melbourne Fringe Festival, Edinburgh 
Fringe Festival, Hothouse Theatre, Zen Zen Zo Physical Theatre, New York Live Arts, 
Humana Festival Louisville, Performing Arts Market Seoul and Brisbane River Festival. 
Dave was a Producer for Next Wave Festival (2013-14) and MAPS for Artists (2013) and 
was the General Manager for Zen Zen Zo Physical Theatre (2006-07). In partnership 
with the Seoul Foundation for Arts and Culture, Brisbane Powerhouse and REM Theatre, 
Dave manages the Australia Korea International Cultural Exchange - an annual artist 
exchange program for Australian and Korean performance makers.
Dave has directed La Voix Humaine (The Human Voice) (La Boite 2012), Iphigenia 
2.0 (Vena Cava 2012), Meet You Downstairs at the Bar (Tom Dickins, Melbourne Cabaret 
Festival). He is the producer for the 지하 Underground (Metro Arts, Brisbane Festival, 
World Theatre Festival, APAM, Hi Seoul Festival), 대홍수 Deluge (Brisbane Festival, 
Seoul International Dance Festival), Six Women Standing in Front of a White Wall, 
Cordelia (The Street Theatre Canberra).
Dave has also been a delegate for several international performing arts markets 
and IETM meetings and has recently been accepted as one of five Australian delegates for 
the Asia Producers Platform (Seoul, Japan, Taiwan, Australia).
TAK HOYOUNG - Performer
Hoyoung first trained in theatre acting at AnYang Arts High School. His specialties lie 
in the intersection of dramatic performance with martial arts and mime. He is trained in 
the traditional martial art of the ‘Royal Court’, martial art of the ‘Ranger’ and Taekwondo. 
He has also studied traditional Korean dance, ballet, modern dance and Le Coq’s mime 
method. For many years, Hoyoung was a core member of Sadari Theatre Company and 
Movement Laboratory (Artistic Directors: Im Dowan and Yu Honghoung), one of Korea’s 
premier physical theatre companies. In 1997, Hoyoung won the award for ‘Best Male 
Actor’ at the Seoul International Performing Arts Festival and ASSITEJ Festival with 
Stepping Stone, a collaboration between Im Dowan (Sadari Theatre) and Roger Rynd 
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(REM Theatre). In 2003 Hoyoung collaborated with Gajenoko Kushu Theatre Company 
of Japan to create the show Meeting which toured Japan for over 6 months. In 2004 he 
performed Little Prince for dance company Kadu (Artistic Director: Park Hobin), one of 
the most highly regarded modern dance companies in Korea, taking out major prizes in 
the Korean Dance Award for over 10 years. Hoyoung also recently performed in 지하 
Underground for the Brisbane Festival and the World Theatre Festival 2014.
DAVID WALTERS - Lighting Designer
For the past 35 years David Walters has worked as a professional Lighting Designer in 
Iceland and Australia. His work experience spans lighting designs for opera, theatre, chil-
dren’s theatre, ballet, dance, puppetry, circus, son et lumières, exhibitions, major events 
and architectural and landscape installations. From 1978 to 1986 David worked as a 
freelance lighting designer in Iceland where he is recognised as one of the pioneers in 
this field. In 1986 David returned to Australia to take up a position as Resident Lighting 
Designer with the Queensland Theatre Company. Since 1990, as a freelance designer, 
he has worked extensively throughout Australia and designed for the Melbourne 
Theatre Company, Sydney Theatre Company, State Theatre Company of South Australia, 
Handspan, Playbox, La Boite, Rock ‘n’ Roll Circus, Nimrod, Company B, Expressions, 
Queensland Ballet, Australian Ballet, Opera Queensland, The Powerhouse, QUT, QPAC, 
Zen Zen Zo, Topology and Bell Shakespeare Company. In addition he has lectured in 
lighting design at several universities and was recently appointed an Adjunct Associate 
Professor at the Queensland University of Technology. Throughout his professional 
career David has maintained close ties with Iceland where he has worked for the National 
Theatre, the National Opera and the Reykjavik City Theatre. 
SARAH WINTER – Production Designer
Sarah  is a performance-maker, installation artist and designer with  “a refined under-
standing of visual dynamics and poetics” (Time Off). Her practice focuses on memory 
and the audience experience in immersive installations and the creation of lived, par-
ticipatory environments. She is currently undertaking her PhD in Performance Studies 
at QUT after achieving first class honours investigating visual theatre making. As a solo 
artist: Site designer at Metro Arts for Brisbane Festival (2013), Food artist on The Last 
Supper (Reckless Sleepers/WTF2013), S.E.A.S residency at Nes Res in Iceland, Tend & 
Sow (2012) at Queensland Theatre Company with horticulturalist Alister Murray. Curator 
of Cross-Stitch : Night of the Dead Trees (2012) at Metro Arts, A dinner with gravity at The 
Judith Wright Centre of Contemporary Arts (2013) and Laboite (2012). La Boite Associate 
Artist (2011) performative installations, 1000 ways to say I miss you (2011), and a din-
ner with gravity (2011). With collaborator Tess Mallet Venn (2009) as part of Brisbane 
Festival’s Under the Radar.  With  tilt  (co-creator) The Lampshade Project (Woodford 
Folk Festival, 2High Festival, Capillaries) and The Asparagus Project / The Wedding 
Dress Project (Brisbane Festival Under the Radar).  With the Escapists: Elephant Gun 
(The Escapists/Brisbane Powerhouse WTF2011), Elephant Gun (The Escapists/Brisbane 
Powerhouse WTF2012), boy girl wall (The Escapists/Metro Arts/La Boite/Critical Stages 
Tour), Neridah Waters Is Dodgy (The Escapists/Metro Arts Free Range Festival), Suburbia 
(The Escapists/Metro Arts). Awards: 2011 Matilda Award for Devising and Producing 
(boy girl wall). 2011 Matilda Commendation for Best Independent Production (boy girl 
wall). 2011 Matilda Commendation for Best New Australian Work Shortlist (boy girl 
wall). 2011 Groundling Award for Best Production (boy girl wall).
SAMMIE WILLIAMS - Performer
Sammie is as a dance artist performing, choreographer, and teacher, and graduated from 
QUT with a Bachelor of Fine Arts in Dance. She works across contemporary dance as well 
as street dance styles such as popping, locking, break and new school. Most recently as a 
dancer: Hot Brown Honey Burlesque at Woodford Folk Festival, Solo work Klub Kulcha 
for Invasion: Take 225, Cross Stitch Festival – Metro Arts, Fifteen by Liesel Zink - Next 
Wave Festival and Brisbane Festival, Boiling Point – Cairns & Brisbane High Schools Tour, 
Phluxus2, Slowdive Attic by Claire Marshall – Cairns Festival.
AMY WOLLSTEIN – Performer
Amy is a multiskilled performer, puppeteer, director and teaching artist. She has exten-
sive training in voice, physical theatre and puppetry as well as a Bachelor of Creative 
Industries in Drama from QUT and a Grad. Dip. Ed. In Senior Drama. Performance 
Credits include: Deluge Brisbane Festival 2014 and the Seoul International Dance Festival 
2014, Camp Quality Primary School Puppet Program director and performer, Monkey Boy 
(Director) The Judith Wright Centre 2013, The Raven in Metro Independents 2012. Amy 
also performed in 2012 as Clytemnestra in Motherboard Productions’ Iphigenia 2.0 as a 
part of Vena Cava. Other recent credits include directing award winning short play V.D. 
By Sydney’s Pete Mailiki, in Brisbane’s Short and Sweet Festival and performing for a year 
in South Korea with LATT Children’s Theatre Company.
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History of Spirituality in Korea
Spirituality in Korean Prehistory
Kim Jung-bae (1987) considers the fact that discussions of the prehistoric culture and 
ancient history of Korea have in many instances focussed on identifying a point of genesis 
or “formative process” for the ethnic Korean nation as a state (J.-B. Kim, 1987, p. 33). The 
Japanese annexation of Korea saw official scholars discount the credibility of the literary 
historical record in an attempt to “obliterate the first part of Korea’s history” and move 
to “lower the upper ceiling of Korean history by negating or distorting prehistoric cul-
ture” (J.-B. Kim, 1987, p. 33). Ethnic groups that can be considered “proto-Korean” have 
been identified as emerging on the peninsula during the late Neolithic with the T’angun 
Chosŏn (J.-B. Kim, 1987, p. 34), the very same kingdom whose mythological genesis is 
recounted in the Samguk yusa1 (Additional Material on the of the Three Kingdoms) as 
beginning with the birth of Dangun (Grayson, 1997, p. 36). Norton (2007, p. 137) dates 
the Korean Neolithic to the period c. 10,000 to 3500 BP, a time in which society was 
loosely structured around tribal clans, taboo-based belief systems (C.-C. Kim, 1963, p. 5) 
and totemism, including evidence of bear cults that perhaps gave rise to the later Dangun 
mythology (J.-B. Kim, 1987).
The transition into the Korean Bronze Age (3500 BP to 2300 BP) saw the rise of 
more structured societies on the peninsula (Norton, 2007, p. 137). Local cycles of warfare 
and conquest drove the gradual precipitation of nations states from earlier familial chief-
doms (J.-B. Kim, 1987), and the foundation of Chinese colonies in Manchuria and Korea 
from the second century BCE instigated considerable political and social transforma-
tion (C.-C. Kim, 1963, p. 5). In and around these colonies, new modes of spiritual belief 
began to develop as indigenous mythology became increasingly infused with Chinese 
philosophy (C.-C. Kim, 1963, p. 5); in other places, narratives involving cultural heroes 
“occupied a pivotal place in the people’s mental life” and contributed to the strengthening 
of independent political power (ibid.).
The advent of the Three Kingdoms Period (57 BCE - 668 CE) saw divergences 
arise in cultural practices between different geographical regions, with the northern 
regions absorbing Chinese practices and beliefs (B.-W. Lee, 2007a 6). In particular the 
polytheistic beliefs of Buddhism rapidly diffused among the people and assimilated exist-
ing native rituals (C.-C. Kim, 1963, p. 5).
1 삼국유사 Samguk yusa (Sam-gook yoo-sa) Additional Material on the Three Kingdoms, is a collection of 
Buddhist legends from the Silla kingdom, compiled in approximately 1285 by the Buddhist monk Iryŏn.
Shamanism in Dynastic Korea
The shamanic rituals that were in place during the Koryŏ dynasty (918 CE - 1392) were 
used primarily to invoke “worldly blessing and protection rather than other-worldly 
salvation” (Y.-S. Lee, 2004b). Due to the rise of Neo-Confucianism during this period, 
adherents to these beliefs suffered oppression from sections of the scholarly and upper 
classes (Howard, 1998, p. 3; Y.-S. Lee, 2004b, p. 24). Mudang did however continue to 
oversee the well-established ritual traditions at court and in village shrines (Y.-S. Lee, 
2004b, p. 24), and were able to maintain a certain amount of prestige due to their ability 
to incorporate aspects of the state religion of Buddhism into their rites (Y.-S. Lee, 2004b, 
p. 27).
The late nineteenth century introduction of Christianity to Korea played a 
“crucial role in the perception of shamanism as vulgar superstition” (Y.-S. Lee, 2004b, 
p. 33) with Western missionaries finding themselves in a country “whose very air was 
infested with animistic noxious spirits” (Howard, 1998, p. 3). With adherents of all forms 
of Christianity at present comprising 43% of the Korean population (Korean Statistical 
Information Service, 2010) the widespread regard of mugyo as superstition has extended 
to encompass Confucianism and Buddhism (Y.-S. Lee, 2004b, p. 33).
Shamanism in Modern Korea
Lee Yong-Shik (Y.-S. Lee, 2004b, p. 27) writes that with the founding of the Chosŏn 
Dynasty (1392 - 1910), Confucianism became the underlying political and moral phi-
losophy of the Korean people and that the systematic persecution of those practicing 
mugyo became official policy at this time. Howard explains that shamanism also became 
one of the last remaining avenues for self-realisation available to women, due to the over-
whelmingly patriarchal nature of Confucian thought. Due to this, and in spite of official 
oppression, shamanism and its generally female mudang became a powerful influence in 
society and persistently influenced both Buddhism and Confucianism, being “practiced 
by all social strata of the Koreans, except the ruling upper class males” (p.33). Howard 
(1998, p. 5) contests however that even though arguing for a “divisive dichotomy” that 
places shamanism squarely in the women’s world and Confucianism in that of the men 
underscores the private and public gender roles of Korean society, it also “tends to hide 
the fact that the two in reality complement each other”.
Lee (Y.-S. Lee, 2004b, p. 33) explains that the Japanese annexation and occupation 
of Korea (1910 - 1945) saw shamanism lose its status as a religion, at which time it was 
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designated as merely traditional custom, becoming subject of colonial historical study and 
analysis (p.34). The now common term musok stems from this period, with the Korean 
suffix “sok” corresponding to the concept of custom rather than religion, or spirituality 
(Y.-S. Lee, 2007b, p. 160). Lee (Y.-S. Lee, 2004b, p. 34) also writes that the suppression 
of shamanism and its proponents by the patriarchal upper class has continued into the 
industrialised post-war era where the general characterisation of it as “backward” and 
something to be avoided is actively perpetuated (Howard, 1998, p. 3). Despite this, Lee 
Yong-Shik describes two contradictory policies maintained by the Korean government 
in relation to mugyo (2004b, p. 34), both of which were aimed at reconstructing a shat-
tered national culture and economy that lay in ruins by the Japanese occupation and the 
Korean War (1950 - 1953) (p.53). The first of these is the modernising force of Saemaeul 
Undong (the New Village Movement) of the 1970s which “segregated and oppressed the 
practice of the shaman ritual”, demonising it as superstitious. This de-emphasis of the 
religious and spiritual aspects of shamanism served as an attempt to reduce it to a series 
of artistic forms where local rituals became representations of national culture, unity and 
solidarity (p.41). At the very same time, the system of designating certain parts of Korean 
culture as Jungyo Muhyŏng Munhwajae (Important Intangible Cultural Properties) was 
established as a way of encouraging traditional Korean culture and nationalism (ibid.) 
as well as economic development through tourism, and recognition of Korean culture 
generally on the global stage (Howard, 2006, p. 36).
An opposing force to the government’s program of nationalism in the 1970s was 
minjung, the popular mass movement which attempted to “heal the nation’s wounded his-
tory by reconstructing a popular culture common to all” (Y.-S. Lee, 2004b). Freda (1999 ¶ 
9) translates minjung as meaning “masses” or “people” and puts at the centre of the move-
ment an “excruciating sensibility to suffering”. Lee (2004b, p. 44) writes that for those who 
opposed state authority, shamanism was one of the tools used to combat the prevailing 
culture of the elite, a culture still based on Confucian ideology. Howard employs Kim 
Kwang-Ok’s characterisation of this struggle as the “ritualization of resistance”, aided by 
the perception of shamanism as a native religion; in contrast to those such as Buddhism 
and Daoism which were imported through China and the West (p.44-45).
Howard (1998, p. 4) asserts that many Koreans, regardless of their professed reli-
gious beliefs still believe that spirits ensure “peace in the world beyond”. Hong and Lee 
(1975, p. 136) however describe an overall ambivalent attitude towards mugyo amongst 
Koreans who nevertheless believe that it preserves a “primitive ethos” or even a deep-
ly-rooted “national ethos”. Lee Young-Shik (2004a, p. 2) traces this current mindset back 
to the Japanese occupation of Korea (1910 - 1945) during which traditional culture was 
suppressed, and the Korean War (1950 - 1953) which left in its wake a nation rent in two, 
with common folk thrown into abject poverty on both sides of the 38th parallel; a line 
that divided country, villages, and families alike.
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지하 Underground 
Let your curiosity guide you to 지하 Underground, a pop-up Korean 
speakeasy that has taken root in a forgotten corner of your city. Prepare to 
drink the night away with the venue’s eccentric proprietor, as a tale of love 
transcending culture, language and gender unfolds to rhythms created by 
his staff, a ragtag crew of musicians.
Every hour is happy hour as you allow yourself to indulge in a mix of live 
music and magical storytelling amidst a transitory world conceived by 
director Jeremy Neideck and presented by Motherboard Productions.
In October and November of 2011, I directed 지하 Underground for Motherboard 
Productions, a bilingual work of music theatre co-written with Nathan Stoneham. 지하 
Underground is both a fully functioning, licensed live music venue and a work of cabaret 
that re-imagines the world as a place where the routinely marginalised are safe - a space 
where love exists outside of language, culture, gender, or sexuality. The work combines 
western storytelling techniques with conventions from traditional Korean performance 
forms such as Pongsan t’alch’um that enrol the audience as active and vocal participants, 
and employs the p’ansori convention of using narrative links to thread songs and dialogue 
together.
The audience’s experience of the work was highly immersive, with ticket holders 
finding themselves sneaking down Metro Arts’ heritage-listed carriageway, being pointed 
in the direction of a dimly-lit stairwell, and picking their way through a narrow hallway 
crammed full of dusty furniture until reaching the bar. In the basement of the venue, we 
had installed a speakeasy in which the cast were  enrolled as staff members and regulars 
of a tropically-themed Korean junk-bar. What unfolded as the night proceeded was a nar-
rative told through bilingual storytelling and music - each cast member playing several 
instruments - winding through a mix-tape of folk, trashy rock, and traditional Korean 
music.
The work was remounted in 2012 as part of the Brisbane Festival, and in 2014 as 
part of the World Theatre Festival at the Brisbane Powerhouse. In 2014, 지하 Underground 
enjoyed its Korean premiere as part of the HiSeoul Festival.
PHOTO 55 Coconut Princess - 지하 Underground at Brisbane Festival 2012. 
Photo: FenLan Chuang (2012)
Pictured (L-R): Lee Chunnam, Tak Hoyoung (foreground)
Park Younghee, Abe Mitchell, Jeremy Neideck, 
Nathan Stoneham, (background)
The Flood - Judith Wright (1947)
I
Under the olive-trees and in the orange-groves, 
in Sunday silence and in the clamour of traffic,
against the sound of the sea and the sound of speeches
and the howling of unattended machines
the talk is beginning.
The labourer thinks and spits and looks aside;
the young girls laugh and look frightened;
the fat man with pale eyes passes on the rumour
although he does not believe it.
The street-corner preacher shouts at his changing crowd
to repent, to repent.
Have you heard the story? Where can it have started?
It was a very old prophecy.
I remember my mother told me. I have never believed it. 
How strange these sudden panics are. There’s a run on money.
Mountain property’s gone to a very high figure. 
Is it worth buying in?
They pause in the markets; the noise in the Stock Exchange
drops for a second; the bleating of lambs in the abattoirs
dies down; the trams stop running. What are they saying?
Yes, it looks like rain.
II
On the other side of the range the clouds are rising;
dark and heavy brows; wild shapes dissolving
like people seen in a dream, familiar
yet fused, confused, moving in a mute lightning,
and the air soundless.
On the other side of the range. Few of us know
that country—certainly people live there.
Not many. Sensible people live in cities. 
Some of us have been there when we were children
but never comfortable.
I can remember the lost ravines, the forests, 
the sudden nightfall and the chill of stars,
the loneliness; you could walk there all year long
and never meet a soul. But sometimes out of the darkness
faces, like doppelgängers.
On the other side of the range the clouds are rising.
Sallow the air hangs on spur and valley:
the black trees topple suddenly in a wind-eddy
under the sulphurous crags of cloud. No light
except the lightning.
III
O descent of archaic darkness. O sun gone out.
To us who stare through the darkness into the long rain
no sun returns again. 
Where is our awkward Noah, the square family man
broad-based on the nursery floor? Where is dry land?
The desperate animals climb to our treetop shelter
and all about 
the waters rise quietly.
They do not choose their victims nor give reason. 
Neither the good nor the bad, neither man nor creature
is favoured. This is the forgotten logic of nature. 
Those who drift past us, those rain-darkened faces,
all look the same; but out of our dull fear 
sometimes we can distinguish the business-man, the seer
the girl from the corner shop, the tout we saw at the races.
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Perhaps they ran indoors to fetch their money. 
Perhaps they hoped too long; or were with child. 
They drift like logs among the animals.
Is it still rising?
Death has destroyed us. We do not know each other,
but huddled on our islands feel thought dissolve
and love vanish like rain into the water.
I have put out my hand and drowned my brother.
His face goes swirling on the current of my mind
and is forgotten.
Near as a nightmare, the cries from the other islands.
Laus Domine, salve me, 
Lord, in this thy Day
 remember my good deeds. Let the others be washed away,
but I have done no harm. Remember my good deeds.
Laus Domine, salve me.
The voices of journalist, priest and politician,
barrowman, auctioneer and market agent—
 I cannot tell their voices from my own. 
The waters rise quietly.
IV
Slowly, how slowly,
I who was spread over the winds and waters,
I who was lost in the dark cave 
am gathered together.
Is it the aeon-tide of earth
that moves me on its gradual mammoth-shoulder,
or is it you, my darling,
sun of my night, far warmth, who draw me upward?
Slowly, how slowly,
I shall stir now within my crusted earth.
I feel the green, the sap that moves within me,
turn to your touch. 
I will be ready for the violence of your kiss, be ready for the pain and the delight. 
Only a little while, a little longer. 
Sun of me, life, far love, I climb towards you.
V
You in your brown coat of earth there,
you, lifting out of the earth like a strange tuber,
knobbed and clothed with clay,
I know you and I do not know you.
Now, when I see your brilliant crystal eyes
pierced in the clay, I know you.
You are Man.
How warm is the light; how green has the world grown over us!
We lumber through the light, grateful as beasts.
I dreamed we had lost much.
I do not remember
what we have lost. My friend, death and birth are behind us;
death, and the flood that rose as it always rises
out of the heart; out of the terrible,
the incessantly dreaming, the implacable heart.
I stand and stare
upon your clay. Uncouth beasts, roots of earth,
we stare with love into each other’s eyes.
Source:
Wright, J. (1947). The Flood. Meanjin, 6, 21–23. Retrieved from http://www.
poetrylibrary.edu.au/poets/wright-judith/the-flood-0540020/
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Preamble to Deluge Cycle 5 Synopsis
Preamble
We tend to understand time on earth as conforming to cycles of death and rebirth. 
Revolutions of the earth on its dipped and tilted axis: changing the seasons, turning the 
tides. The fire scars and chars but after it comes new growth. The drought gives way to the 
flood that washes everything in its path.
But reading time on a human scale is an illusion.
Geology tells a different story: rising, falling, layering, slowly crumbling, eroding. Farther 
out, the planets lazily revolve around a glowing and growing sun. Inevitable in its decline. 
Galaxies expanding, occasionally crashing. Ejecta escaping an initial and furious begin-
ning. The universe is expanding. Maybe contracting. At least it is searching for equilib-
rium. Nothing is ever still.
Humans live in bodies separated from the universe by a few fragile millimetres of skin. 
Our senses radiate out from this boundary. We learn early on that warmth and fullness 
should be cherished and held close; coldness and emptiness kept at bay. When our bodies 
are down, we are weak or we are dead, and so up becomes the universal good. When we 
are well, our bodies regulate themselves in increments and on scales that we can predict. 
When we are unwell we are surprised at sudden and violent expulsions. When we are 
sad, water wells up in our eyes and it is hard to see. We blink and it is dark for a moment. 
We sleep and the darkness is longer. It is difficult to understand things that cannot be 
touched, contained, tasted, held, named. We imagine the darkness of death as being inter-
rupted by light. The visible world where we live and play and love is not enough, and we 
imagine an invisible one full of those things that come to us in our sleep. Full of those 
who have moved past the darkness of death and found what is waiting beyond. We invent 
methods for communicating across the divide. Rituals that allow the invisible to speak, 
that make them visible, tangible. Sometimes we create rituals that take us on journeys 
into that other place.
We tell stories about the awesome and unpredictable in order to make sense of them. We 
imagine that the thing inside us that gives us the energy to live and play and love can be 
found in others. Spirits in the stars, animals, plants, and rocks.
At standard temperature and pressure, water exists in a dynamic equilibrium. The cosmic 
by-product of star formation. An agent of cataclysmic transformation.
The spirit in the water is a terror, a nurturer, a lover, a friend.
Literal Narrative
There is a drought that has gone on for a very long time. A woman lives alone in a house 
in the bush, her husband has been months at sea. The woman receives an unexpected 
guest, but she has little to offer in the way of hospitality. Suddenly a cockatoo cries, the 
signal of coming rain. The woman panics, losing touch with reality, and has a vision of the 
coming deluge. She wakes from her vision to find herself stumbling through the scrub, it 
is night and she is lost. She follows a stream to the ocean, where a storm is rolling in. She 
takes refuge, witnessing a shipwreck. The body of her lover is washed up on the shore. 
Alone, she buries his body, feels the stirring of new life within.
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Deluge Cycle 5 Synopsis
Structure of the work
The dramaturgical frame for the work is the result of mapping the structure of certain 
kinds of Korean shamanic ritual on top of that of Judith Wright’s poem The Flood. It has 
also been influenced by particular descriptions of the metaphysical processes that un-
derlay butoh, and the scientific processes of the hydrologic cycle. For those that need a 
more traditional, dramatic structure, Freitag’s dramatic arc has also been mapped across 
the structure. This is is arranged in the form: Hydrology / Shaman Ritual / Dramatic 
Arc
I Evaporation / Portents / Exposition
Reading the signs of the spiritual realm
  How strange these sudden panics are…
  Yes, it looks like rain
  
II Condensation / Ushering / Exposition -> Rising Action
Making a space for the spirits to inhabit
On the other side of the range the clouds are rising; 
dark and heavy brows; wild shapes dissolving
like people seen in a dream, familiar
yet fused, confused, moving in a mute lightning,
and the air soundless.
III Precipitation / Movement / Rising Action
The action that summons the spirits
O descent of archaic darkness. O sun gone out.
To us who stare through the darkness
into the long rain no sun returns again. 
 
IV Runoff (Flood) / Possession / Climax -> Falling Action
The moment of transformation
Slowly, how slowly,  
I who was spread over the winds and waters, 
I who was lost in the dark cave am gathered together.
V Infiltration / Sending / Denouement
Sending the spirits back
I dreamed we had lost much.  
I do not remember what we have lost.  
My friend, death and birth are behind us;
I - EVAPORATION / PORTENTS
1.1 Preshow
Doors open (-15:00 to S1.21)
■ SCENIC
■ The DS edge of stage is curved, creating a shallow thrust, hinting at a 
shoreline
■ There is a stand of wooden poles on the stage, evoking the pylons that 
support a traditional Queenslander house, or perhaps an abandoned pier 
■ The poles are arranged in a loose chevron, with the peak USC
■ The poles are at varying heights with those DS between 400-
600mm high, with the highest at 2400mm
■ The stage is littered with a large variety of empty water vessels, including 
teacups, kettles, vases, Tupperware containers, pails, buckets, saucepans, 
and milk jugs
■ Brisbane Season:
■ DSC of the thrust on a large timber sideboard and hutch is an 
electric urn, full of hot water and surrounded by tea-making sup-
plies: milk, tea bags, napkins etc.
■ Korean Season:
■ DSC of the thrust, or on the edge of the stage are a series of glass 
jugs full of water
■ LIGHTING
■ The space is divided so that the scenic elements of the stage are dimly lit 
to create a sense of a dry atmosphere
■ The house lights are a sepia wash that extends to the thrust, placing the 
dancers and the audience within the same space
■ SOUND
■ A slow-moving drone starts off warm but moves toward dry atmospher-
ics
■ CONTEXT
■ Everything is dry. The ground is cracked and caked with dust, and rain 
is a half-forgotten rumour. In this place is a woman. She has been there 
a long time. Her lover is away and she is waiting for him. She has an 
unexpected visitor and does her best to be hospitable, embarrassed at her 
limited means.
■ ACTION
■ Audience members enter the space and are seated. One-by-one the EN-
SEMBLE enter in civilian clothing and ask their guests if they would like 
a cup of tea. This is done in a very natural style with as little pretense as 
possible
■ The dancers make tea for the audience, occasionally letting their guests 
1 Scene 1.2 generally occurs 5 minutes after the advertised curtain time to allow for latecomers.
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know that they are not sure how much water is left, but there should be 
enough for a cuppa
■ Each guest receives a paper napkin with their tea on which is stamped:
 나는 우리가 잃은 많은 것을 꿈꾸었다.
 우리가 잃어버린 것이 나는 기억나지 않는다.
 나의 벗이여,삶과 죽음이 우리 뒤에 있다.
 I dreamed we had lost much.
 I do not remember what we have lost.
 My friend, death and birth are behind us.
 쥬디스 라이트
 Judith Wright
 (1915 - 2000)
 
■ As the advertised performance time approaches, each dancer realises that 
there is not enough water to offer the promised tea, apologise to their 
guest and leave the space
■ LIGHTING
■ As the water runs out in the urn, the lighting subtly shifts, accentuating 
the creation of space between the dancers and the audience - as if pulling 
focus in camera, or zooming out
■ SOUND
■ The atmosphere becomes fractured and “dried up” in the final moments 
before the next scene
■ Slow fade over 5min to get dryer and dryer
■ ACTION
■ The ENSEMBLE changes offstage into their costume, and enter the stage 
space, checking each of the water vessels
1.2 Signs 
Final dancer (JN) enters in costume (8:10)1(0:00)
■ TEXT
How strange these sudden panics are…
Yes, it looks like rain
■ CONTEXT / NARRATIVE ARC
■ A half-heard, half-remembered portent heralds the coming of the rain. 
THE WOMAN is caught unawares. A small crack in her world. The 
invisible is calling. She prepares. The environment is very dry, electric. 
The final moment before a big thunderstorm. We see her as if through 
a fractured looking glass; striated and splintered into pieces that don’t 
quite add up.
■ LIGHTING
1 The timecodes in italics correspond to the video documentation included at p. xiii.
■ An atmos of random shafts that pick out the empty vessels and the areas 
where the vessels are gathered
■ COLOUR: Open White
■ TECH: Pin spots
■ SOUND
■ SX of black cockatoo.
■ The previous droning atmospheric piece develops with the inclusion of a 
sparsely melodic reverse piano
■ ACTION
■ The audience is settled and finishing their tea - the water ran out some 
time ago and not everyone has a cup.
■ The ENSEMBLE has completely withdrawn from their guests, checking 
and double-checking the vessels for traces of water.
SX: Black Cockatoo Q: House/SM clearance (8:30)(0:20)
■ The cry of a black cockatoo is heard in the far distance and the ENSEM-
BLE freezes.
■ The gaze is raised slightly above the horizon. Not a huge look up, 
but enough to project focus to an imagined horizon.
PYH picks up the first vessel (9:14)(0:44)
■ THE WOMAN (PYH) is the first to return ‘to reality’, checks herself and 
bends to pick up the closest vessel.
■ One-by-one the ENSEMBLE come back to their senses and start moving 
– shifting the vessels out to the poles
■ This is a very deliberate act, with dancers selecting the right ves-
sels with a hidden logic, arranging them ‘just so’
■ Occasionally, the ENSEMBLE stop in their tracks before returning to the 
task
■ They are caught once again in a sudden, silent panic, a “Crack” 
moment
■ This is lit by the shafts of light cutting through the space
■ The ENSEMBLE reacts and responds to each other - repeating phrases 
and patterns as they emerge
■ Walking in each other’s footsteps, trying on shadows
■ TEXT
The labourer thinks and spits and looks aside;
the young girls laugh and look frightened;
the fat man with pale eyes passes on the rumour although he does not 
believe it.
The street-corner preacher shouts at his changing crowd to repent, to re-
pent.
SX: The “pulse” is first heard. (12:03)(3:53)
■ ACTION
■ On the sound of the “pulse”, the pace of the collection of the vessels in-
creases until there are none left
■ The ENSEMBLE has collected all of the vessels. They are:
139
■ Rearranging them at the base of their pole
■ Scanning the horizon from their threshold
■ Double-checking the space for any vessels that remain
SX: Black Cockatoo Q: PYH picks up the final vessel (14:36)(6:26)
■ The black cockatoo is loud and very near, perhaps perched on the aerial 
in the branches of the tree overhead.
■ THE WOMAN is caught with the last vessel, DSC in her own shaft of 
light.
■ The ENSEMBLE sink down to face their shrines, resting their foreheads 
against the wood and exhale, transforming to fog…
■ THE WOMAN moves to her pole
II - CONDENSATION / USHERING
2.1 Elements
SX: “Ting, ting, ting…” of the bell. (14:55)(6:45)
■ TEXT
On the other side of the range the clouds are rising;
sallow the air hangs on spur and valley:
the black trees topple suddenly in a wind-eddy
under the sulphurous crags of cloud. No light
except the lightning.
■ CONTEXT
■ The change in the atmosphere is perceptible, but small to begin with. A 
humidity that conducts shimmering electricity. The woman slips into a 
dream. A foreshadowing. An out of body experience. She traces the jour-
ney of water
■ LIGHTING
■ The shafts slowly give way to the sense of a coming storm
■ Sallow sulphurous yellow light emanated from above and heavy haze 
hangs and descends like a cloud
■ SOUND
■ An eerie and hollow atmospheric is punctuated by stuttering, reverberat-
ing glitches
■ A bell tolls the changes between the elements
■ ACTION
■ The ENSEMBLE bodies transform now from being human, to being 
inhabited by the various elemental properties of water, stretching up as 
tendrils of fog against the poles
SX: Loud breath rings out Q: ENSEMBLE arms fully outstretched (16:15)(8:05)
■ The ENSEMBLE bodies are “fog”, working their way slowly from the 
edges of the space, condensing into the middle
JN exhales, steam escaping throat, feet skipping the floor (18:35)(10:25)
■ The bodies become more dense, and their human faces glimpse out, 
catching each others’ eyes
■ The ENSEMBLE migrates USP, oscillating between “fog body”, and lung-
ing into columns of steam
The ENSEMBLE stops in a clump USP, their arms start to rise (20:58)(12:48)
■ The bodies use images of precipitation to become more heavy, eventually 
becoming fluid and falling to the floor
SX: “Ting, ting, ting…” of the bell Q: After the rising arms pause (21:22)(13:11)
■ After being suspended, the bodies fall to the earth as large fat raindrops
LX: As the bodies fall, the lights flash and the bodies are lit by lightning (21:32)(13:22)
■ LIGHTING
■ The air is heavy with tension – an electric atmosphere which builds to 
strobing LEDs and chases creating the effect of lightning.
■ COLOUR: Yellow, black (shadow) and cold blue.
■ TECHNICAL: Smoke,  strobes, LED flashes, chases.
■ ACTION
■ Waves build up in the bodies and they dance as if animated by the sea
Bodies standing still (22:36)(14:26)
■ The bodies move in unison, scooping and bowing before breaking into 
waves that travel toward the centre of the space
The bodies stop and suddenly fall to the earth and are still (22:59)(14:49)
■ The bodies shoot up out of the earth and gravitate toward one another 
again.
■ The ENSEMBLE rotates and picks up speed before being hurled at the 
audience
■ Each body is struck by lightning as it reaches the audience, the eyes open 
wide with a glimpse of recognition before being sucked back into the 
space
■ This cycles and accelerates
SX: “Ting, ting, ting…” of the bell 
Q: Maximum intensity of running cycle (25:38)(17:28)
■ The bodies race forward as one and are caught, ricocheting around the 
space, floating serenely into a colder climate
Bodies frozen DSP in a clump. (26:00)(17:50)
■ The movement becomes more angular, sharp.
Bodies freeze and begin to solidify into a tighter clump. (26:24)(18:14)
Bodies break apart and race to all corners of the space. (JN exits) (26:42)(18:23)
■ The bodies are forced back together as a glacier
■ As it melts, the glacier spins and dances like a cube of ice in a whiskey 
glass
■ Its corners are chipped off, and shards of ice explode around the space
The ENSEMBLE freezes for a final time. (27:49)(19:39)
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2.2 Doppelgängers
The ENSEMBLE transforms slowly to standing human bodies (27:54)(19:44)
■ TEXT
I can remember the lost ravines, the forests, 
the sudden nightfall and the chill of stars,
the loneliness; you could walk there all year long
and never meet a soul. But sometimes out of the darkness
faces, like doppelgängers.
■ CONTEXT / NARRATIVE ARC
■ THE WOMAN wakes up from her vision, and finds herself stumbling 
blindly in the bush. She has wandered from safety and is confronted by 
shadows and visions. Memories of her lover. Faces in the shadows. Mut-
ed lightning rolls through the gorge.
■ LIGHTING
■ Lilac / blue wash through haze
■ SOUND
■ A disintegration and iteration of the previous track resolves to sparse 
percussion and prepared piano.
■ A sense of tearing and separating and loneliness.
■ Thin weft/soundscape (misty water-ish)
■ ACTION
■ THE WOMAN is caught and dropped and caught again by the memory 
of her LOVER (KYH).
PYH walks USOP to her drum. (29:19)(21:09)
■ THE LOVER dances with THY
■ The members of the ENSEMBLE are dancing with their own reflections
■ The final member to dance with THE LOVER is SW, a writhing and dis-
jointed pas des deux
SW and THE LOVER exit (32:36)(24:26)
2.3 Summoning
SX: The pulse fades up and THE WOMAN puts away the drum. (32:42)(24:32)
■ TEXT
On the other side of the range the clouds are rising;
dark and heavy brows; wild shapes dissolving
like people seen in a dream, familiar
yet fused, confused, moving in a mute lightning,
and the air soundless.
■ CONTEXT
■ The woman is crying out for her lover. Images of stars, animals, plants, 
rocks course through her. She is wading down a mountain stream, draw-
ing the water up through her body and channelling it as sound, resonat-
ing with and establishing a connection to the ocean.
■ LIGHTING
■ LEVEL 1
■ There is a band of very low-level cross light sharply focused off 
the floor to about knee height.
■ A standard leg and boom set up is required with the bot-
tom light bounced off a 45° mirror.
■ A water reflection effect, like inside a grotto of water-filled cave is made 
by bouncing light of strips of silvered florist cellophane.
■ The bodies are intentionally in shadow, with the focus on the lower leg 
and on the voice.
■ TECHNICAL: Haze? Mirrors for bottoms of booms. Legs and booms. 
Silvered paper, possibly need fans to generate breeze.
■ SOUND
■ Most of the sound comes from the performer’s voices, but there is also a 
dry atmospheric base of field recordings of crickets as well as a gradually 
accelerating rhythm.
■ The voices are amplified by a shotgun mic, with cave-like reverb effects 
applied.
■ ACTION
■ THE WOMAN is left alone momentarily, as the memory of her LOVER 
melts away.
■ THE ENSEMBLE files in from either side of the space, their breath es-
caping their bodies as steam, collecting THE WOMAN as they go.
All turn to face the audience in a line USC (33:48)(24:38) 
■ THE ENSEMBLE is waist deep in a stream, pushing forward against its 
flow.
■ THE ENSEMBLE traverses the space in a line, slowly up and down stage, 
painting a picture with their voices, summoning the water and letting it 
flow through them.
■ Vocal Images:
■ Steam from the stars
■ Becomes colder
■ River
■ Lover is floating toward you
■ Pull the lover back
■ Swallowing the voice
The line stops DSC, voices are being swallowed (36:07)(27:57)
■ They are caught – the water has invaded their lungs and they are unable 
to breathe.
Air rushes out of the mouth like water, bodies flung forward. (36:15)(28:05)
2.4 Strings
SX: Loud crack followed by drone. LX: Each performer is suddenly uplit. (36:18)(28:08)
■ CONTEXT / NARRATIVE ARC
■ The invisible is being made visible. The water arrives as a spirit that 
wraps itself around her fingers, up her wrists and along her arms. At 
first sensuous, and then overwhelming, the spirit pierces the boundary 
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between her insides and the universe, straining and then inhabiting.
■ LIGHTING
■ Dancers in tight specials, lit from below and casting long shadows US 
■ SOUND
■ A menacing drone that foreshadows “Poseidon”.
■ The creaking and cracking of the deck of a ship.
■ ACTION
■ Fingers searching for a connection to Poseidon, who is on the other side 
of the ocean
■ Strings extending out of the fingers and across the waves to Poseidon, 
who starts to take control
SX: Second loud crack. (37:07)(28:57)
SX: Third loud crack. Second finger is animated. (37:57)(29:47) 
■ Through the the second finger, a connection to the Sky God is being 
established
■ There is a struggle between the Sky God and the Water SPIRIT
SX: Fourth loud crack. (38:29)(30:19)
SX: Fifth loud crack resolving into swirling, sinister bubbles. (39:04)(30:54)
■ Water wicks up the ropes now binding the arms of the bodies and pulling 
them down toward the earth.
A milliseconds silent pause before the storm. (39:21)(31:11)
III - PRECIPITATION / MOVEMENT
3.1 Pounding
SX: Vibrant clanging rhythm. (39:22)(31:12)
■ TEXT
O descent of archaic darkness. O sun gone out.
To us who stare through the darkness into the long rain
no sun returns again.
■ CONTEXT / NARRATIVE ARC
■ She stands on the shore and waits for him, waits for the deluge as the first 
few raindrops fall.
■ LIGHTING
■ Still in their specials, the performers dance in place. In the final moments 
of this dance, the intensity rises, glaring.
■ The space slowly fills with haze.
■ SOUND
■ The quiet is pierced by tearing, scraping. A pounding, driving rhythm is 
established as the rain falls and becomes more violent.
■ ACTION
■ The bodies vibrate imperceptibly at first, but building on the vertical axis.
■ A repetitive movement - the final act of summoning the water.
SX: Wailing screech. (41:05)(35:55)
■ The vibration resolves into a jump as the feet break contact with the 
floor.
■ Bags of water jumping at the end of a string.
SX: High-pitched wine fades in, signalling the approaching end. (42:53)(34:43)
3.2 The Crack
■ TEXT
We do not know each other,
but huddled on our islands feel thought dissolve
and love vanish like rain into the water.
■ CONTEXT
■ In terms of butoh, this is the real palpable moment where reality cracks, 
the mind goes blank and the invisible world invades.
■ LIGHTING
■ All light is suddenly cut and a green laser fans out from USC at an angle 
which cuts through the dancers’ knees.
■ SOUND
■ This moment is short, and silent. The silence and stillness builds the ten-
sion.
■ ACTION
SX: A bassy thud brings the space to silence. (43:00)(34:50)
■ THE ENSEMBLE is still.
■ The bodies are caught, suspended as water invades their environ-
ment and the spirits of those lost invade their bodies.
■ The bodies are drawn back one-by-one blocking the beam of the laser for 
a moment, and then disappearing.
LX: The laser snaps off. (43:44)(35:34)
3.3 Poseidon
SX: A cymbal crashes and Poseidon’s music begins… (43:52)(35:42)
■ TEXT
They do not choose their victims nor give reason. 
Neither the good nor the bad, neither man nor creature
is favoured. This is the forgotten logic of nature.
■ CONTEXT
■ Poseidon’s face can be seen in the water that is invading. Bodies are ma-
nipulated by the water, and THE WOMAN saves herself.
■ LIGHTING
■ LEVEL 1: Light is sharply focussed off the floor to knee height
■ LEVEL 2: Light is focussed to waist height
■ LEVEL 3: Light is focussed to neck height.
■ LEVEL 4: The final layer of light is added but now it is sharply focused 
across the stage at neck height and above. Combined with haze this 
produces an eerie level of light that performers disappear in and out of 
casting elongated shadows. The floor is now in darkness.
■ SOUND
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■  The music starts off wet and atmospheric, a driving percussion section 
slowly reveals itself as the piece builds.
LX: LEVEL 1 fade in (43:55)(35:45)
■ ACTION
SX: The first descending note cues first performer to run across the space (44:00)(35:50)
■ “The running”: ENSEMBLE crosses the space one-by-one, with the 
rhythm building until they are running and twisting and rolling in se-
quence.
■ Running before the leading edge of the storm.
■ Water rushing in and catching the feet, tumbling the body.
■ Sudden panics and changes of direction.
■ The water is rising and starts to flow, dragging everything with it.
LX: LEVEL 2 Q: ENSEMBLE enters, stops, jumps (46:34)(38:24)
■ Bodies are gathered together, lifting skirts, flung around the space.
■ The currents twist and rack the body’s orientation
■ Feet moving quickly, flighting away obstructions
■ Wave crashes, carrying all tumbling to the earth
■ “Watersword”
■ Body in seiza. Head outside LEVEL 2. Tiny lateral wave up 
through arsehole and out through top of head. Hands folded at 
one hip.
■ A wave catches the arms, which fan up in canon, slicing through 
the air and hands landing at opposite hip. Water kicks up through 
body, bringing the torso up and out of LEVEL 2, twisting orienta-
tion and landing in new position.
■ KYH breaks away into “Sealevel”
■ Arms at the level of the light
■ Broken legs tumbling along the ocean floor
■ Currents pulling the body in circles
■ KYH collapses on the floor into “Starfish”
■ On back, outstretched, laying in shallow rock pool
■ Top of head draws a circle clockwise so that head, arms and 
shoulders,  gyrate up and off the floor, landing to the right of the 
body
■ Legs draw a circle clockwise up and off the floor, landing to the 
right of the body
■ Pelvis and centre draw a circle, up and off the floor, completing 
the locomotion of the starfish
■ KYH leads ENSEMBLE into “Popping coral / Back slam”
■ Extremities are swept up as seaweed by salt water, with back the 
only point of contact
■ Body transforms to coral reaching up to the moonlight to spawn
■ The coral releases its spawn in a short explosion that lifts the 
body completely off the floor, to slam back down again
■ Limbs drawn together and lifted up - no tension in neck or 
straining… ‘pop!’
■ SW breaks away into “Water security guard”
■ TEXT: “I have put out my hand and drowned my brother; His face 
goes swirling on the current of my mind; and is forgotten.”
■ The body is struggling to push itself up out of a shallow 
pool
■ The line of the feet is broken, all limbs slightly con-
tracted and full of potential
■ A face emerges in the water, and one hand reaches, push-
ing it back down beneath the surface
■ KYH breaks the picture, rolling up into “Around the Stone”
■ Medium centre of gravity
■ Being hurtled along on fast flowing mountain river
■ Moving through the space at a medium tempo
■ Arms outstretched, hands cutting through the water
■ Hands being manipulated by the microcurrents, slipping around 
rocks and boulders
■ Occasionally the body is caught in an eddy in the lee of a large 
and ancient glacial boulder
■ Hands feeling the edges of the stone before the body is 
caught in the river again
■ ENSEMBL exits except SW who joins KYH in “Around the Stone”
LX: LEVEL 3 Q: KYH transitions into “Surface Slap” (47:37)(39:27)
■ KYH transitions into “Surface Slap”
■ Feet are pinned between stones on the riverbed
■ Lower body is braced against a lower current travelling front to 
back
■ Upper body is being pushed down by a current running back to 
front
■ Torso is twisted to offer less resistance
■ Skyward arm is slapping the surface of the water
■ SW joins KYH in “Surface Slap”, which builds in intensity
■ ENSEMBLE entera as one, moving into unison “Running Sword Arms” 
as they approach KYH and SD
■ A wave catches the arms, which fan up in canon, slicing through 
the air with hands landing at opposite hip. Repeat in quick suc-
cession
■ KYH and SD are swallowed by the ENSEMBLE
■ HY, KYH exit
■ KC, AW, PYH, SD transition into “Tumbling Rocks”
■ Centre low
■ Upper body forward
■ Body material of crumbling rock: boulders grating and tumbling 
and breaking against each other
■ Arms in a broken round
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■ Feet firm and strong
■ Orientation changing after a buildup of pressure
■ Gaze at 45° to the floor 
■ KC, AW, PYH, SD transform to “Surfer Slap”
■ Body upright and strong
■ One arm relaxed
■ Other arm in front of body, palm facing the mid-line, water lap-
ping up against the hand
■ Gaze fixed tenderly on outstretched hand
■ A wave crashes against the hand which spins the body
■ KC, AW, PYH, SD oscillate between “Tumbling Rocks” and “Surfer Slap” 
focussing on the contrasting materials
■ Interrupted and unexpected rhymes
■ Building up the energy and remixing the images
■ Mid “Surfer Slap”, PYH notices her hand and is pulled back into a human 
body.
■ She realises the horror around her
■ Stumbles toward her stump
■ Exits the nightmare
■ KC, AW, SD have escalated into “Dunking”
■ The body is solid, centre low and braced
■ A hand on the back of the head is throwing the upper body under 
the water
■ Violent slamming of the face into the surface of the water
■ The body resets with a three exhausted “Waterbags” which con-
tinue the rotations from the previous images
■ The body is dunked over and over again
■ Tempo and intensity builds
■ The trajectory of the upper body starts to round until the upper 
body is swinging in wide circles from a pivot point in the hips
■ One arm is pulled out by centrifugal force until the body is a 
whirlpool turned on its side
■ THY, KYH enter at a run, attempting to outpace a tsunami
■ As they breach the line of pillars, their bodies are taken by the 
water, up into a “Fruit bat”before landing in the same space as the 
rest of the ENSEMBLE, joining them for one final “Dunking”
■ The bodies reorient with the motion of their final rotation
LX: LEVEL 4 Q: The ENSEMBLE is pulled up into “Flower”(48:35)(40:25)
■ The ENSEMBLE is pulled up into “Flower”
■ Broken stance
■ Weight hanging from a hook at the base of the neck
■ Head lolling in front of the body
■ Arms outstretched, into the band of light of LEVEL 4
■ Hands are a lotus flower, floating in the calm water in the eye of 
the storm.
■ The dancers are each suddenly caught in an individual whirlpool, 
the energy of which is compressed and slowed, the arms forced 
outward, pushing down through the water as the centre spins and 
is lowered
■ The whirlpool reverses and the bodies of the dancers are caught 
in the swirling current, arms reaching up and out of the water 
and into LEVEL 4
■ Each dancer cycles in a different rhythm, gaining momentum and 
energy
■ THE WOMAN (PYH) enters the space USOP, walking slowly between 
the poles as if in a dream
SW, AW are US in “Surface 
Slap”
KYH, KC, THY are DS in 
“Dunking”
SW, AW travel OP in “Spinni 
Punch”, a turning step over the 
LEFT shoulder, leading with 
the LEFT arm sweeping the 
surface of the water, RIGHT 
arm following and whipping up 
around the head
KYH, KC, THY escalate “Dunk-
ing” until the momentum car-
ries them P, with a “Barrel Roll 
Preparation” x 2
SW, AW run around the pole 
USOP and into the middle of 
the space again, toward KYH, 
KC, THY…
KYH, KC, THY, on their third 
“Dunk”, are carried to the floor 
in a low roll which brings them 
back to standing, their arms 
continuing the movement up 
and out of the water, around the 
head from RIGHT to LEFT…
■ The ENSEMBLE is one again, all joining together in one circling of the 
arms around the head, RIGHT LEFT, which follows through into two 
low turns over the RIGHT shoulder
■ ENSEMBLE halts facing USOP, RIGHT foot forward, a wave coming up 
through the RIGHT foot and into the body as a jet of water hits from 
behind, pushing the bodies forward at a run stepping on the LEFT foot
■ On the fourth step (RIGHT foot), the body “Switches” (the body is 
picked up and orientation is shifted 180°)
■ The body is slammed down into a backwards tumble
LX: Deep violet blue downlight fades in (49:15)(41:05)
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THY, SW land with a wave 
bringing their bodies to stand-
ing, stepping on the LEFT foot 
and travelling P into a “Barrel 
Roll” with arms outstretched, 
landing in a sideways roll
KC, THY, AW land face down 
and spread on the floor
■ All are brought to kneeling with a wave crashing up the front of the body, 
and shooting out the mouth to the sky
■ All are brought to standing with a second wave crashing up the front of 
the body, and shooting out the mouth to the sky
■ All bodies scatter, their bodies being spat across the stage, manipulated 
by the water in combinations of the images and sequences already used,  
floorwork, and variations on barrel rolls and other dynamic movement
■ KC and THY find each other in the chaos, travelling in unison toward 
OP with one low roll
■ KC and THY collect SW and they are thrown back to the floor into a 
backward tumble
■ SW breaks away to perform a short solo in counterpoint to the ENSEM-
BLE who is travelling through the space in “Around the stone” in ex-
treme fast tempo
SW climbs out of the floor and into one final barrel roll. (49:45)(41:35)
■ The ENSEMBLE rallies, and is drawn CS into a whirlpool which drags 
them into an ACW circle: floor roll, turn, half barrel roll, full barrel roll, 
half barrel roll, transition to floor (repeated)
■ The ENSEMBLE breaks away and spin in their own whirlpools, pillars of 
water being drawn back to their poles.
IV - RUNOFF / POSSESSION
4.1 Eye of the Storm (SPIRIT entrance)
■ TEXT
Slowly, how slowly,
I who was spread over the winds and waters,
I who was lost in the dark cave 
am gathered together.
Is it the aeon-tide of earth
that moves me on its gradual mammoth-shoulder,
or is it you, my darling,
sun of my night, far warmth, who draw me upward?
■ CONTEXT / NARRATIVE ARC
■ Like a chemical reaction, a distillation, a condensation, there is a gath-
ering together. A moment of crystalline stillness. The eye of the storm 
passes overhead and into it steps the spirit, straining and scraping - feet 
clawing at the boundary of the invisible world and into this.
■ LIGHTING
■ The highest level of light gives way as the Water SPIRIT enters.
■ A corridor US is lit in well-defined open white.
■ The moving head LED’s follow the fabric converging on the divinity. 
■ TECHNICAL: 6 X moving head LEDs
■ SOUND
■ Reverb tail out. Muffled half time build in top speakers (loud and over-
whelming) no top end. Raging storm around the eye. As if the audience 
has been plunged deep in the water. There are layers of voices deep in the 
mix, wailing and singing and crying.
■ Bring back the pulse from the earlier sections – need Jeremy’s entrance 
to feel slower. Fade up pulse over time to establish presence. Slow down 
pulse over time to establish tempo next section. Pitch down to have a 
perceived slowing of tempo. Guitar feedback with a HPF for minimal 
change, some interest so it is not as self indulgent for the slower intense 
section.
■ ACTION
SX with LX: Blackout Q: HY crosses the US corridor (50:13)(42:03)
■ The SPIRIT (JN) wades into the space, body completely obscured by a 
grey cloak layered with plastic bags and bottles and ribbons of fabric.
■ The SPIRIT  is dragging the fragments of storm behind it.
■ The ENSEMBLE, each behind their pole start to manipulate the leading 
ropes which draw fabric tendrils up the back of the poles and toward the 
pipe spillways
4.2 Deceleration (Vocal Battle)
■ TEXT
Slowly, how slowly,
I shall stir now within my crusted earth.
I feel the green, the sap that moves within me,
turn to your touch.
I will be ready for the violence of your kiss,
be ready for the pain and the delight. 
Sun of me, life, far love, I climb towards you.
■ LIGHTING
■ A central corridor lights as the SPIRIT enters. A white light almost too 
bright to look at.
■ TECHNICAL: Sharpies.
■ SOUND
■ Reverb previous section and let the tail drag out.
■ Battling duet with words barely forming as the SPIRIT continues to drag 
the storm.
■ PYH (lapel mic)
■ Muffled, vulnerable , warm, underwater (kind of) 1st layer- 
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bottom layer (stage), speakers onstage.
■ JN (lapel mic)
■ Above layer with storm, tearing, slightly distorted (two 
tracks in parallel, one saturated, one with high freqs ac-
cented), FOH speakers
■ Bring back pulse but slower (slow down over time from previous sec-
tion). Can crack/fracture every now and then and pop through the 
layers.
■ The cracks could be like a Korean drum cracking on the wood or 
the skin.
■ ACTION
JN reaches C and turns to audience, 
revealing his body under the costume. (52:35)(44:25)
■ As THE SPIRIT turns, it begins to sing - a low, gutteral geum (wordless 
p’ansori melody)
■ THE WOMAN joins in the song, sometimes pulling against the SPIRIT, 
sometimes singing in harmony. Fragments of text punctuate her song:
■ or is it you, my darling
■ The ENSEMBLE sink to the earth, bodies as rivulets of water, the final 
remnants of the storm trailing behind them, they pass the leading ropes 
into the hands of the SPIRIT and then sink into “Dead Body”
■ The body is laying in the shallows at the changing of the tide
■ One side of the body making a single point of contact with sand
■ The lower leg is bent
■ Upper leg straight and floating on the surface of the water
■ Upper arm is bent at the elbow, with the forearm hanging and 
floating
■ Head is floating on the surface of the water
■ At the changing of the tide, the body is drawn up to kneeling and 
then back down onto the other side
■ Arms outstretched, the SPIRIT gathers up the storm and channels it 
through his voice
■ CONTEXT
■ The very first flood that rend water from the heavens. The first gushing 
evidence of consummated love. The unexpected breaking of water after 
nine months of anticipation.
■ ACTION
LX: Snap to white light on SPIRIT as it lets go of the ropes. (55:06)(46:56)
■ The trains fly away and billow as they collapse and cover the space
■ The SPIRIT stands, vulnerable and exposed, eyes still looking over the 
earth
■ The SPIRIT’s costume is almost completely torn away
V INFILTRATION / SENDING
5.1 Catharsis (Shinmyeong)
■ TEXT
I dreamed we had lost much.
I do not remember what we have lost.
My friend, death and birth are behind us;
death, and the flood that rose as it always rises
out of the heart; out of the terrible,
the incessantly dreaming, the implacable heart.
■ LIGHTING
■ White, over-exposed tones give way to warmth
■ SOUND
■ An emptiness, a wasteland. Scarred and scratched and dirty. Very mini-
mal, and maybe with not a lot of content at all. 
■ Thin out pulse
■ Feeling of the water dripping off the trees and down to the earth. The 
spirits are departing.
■ ACTION
The SPIRIT raises its head to the audience, arms outstretched. (55:13)(47:03)
■ The SPIRIT is caught in-between worlds, exposed and vulnerable
■ The ENSEMBLE are “Dead Bodies” being washed in the receding flood-
water
■ THE WOMAN looks out over the devastation
■ The SPIRIT’s gaze, which had been wide and all-seeing is zooming back 
towards it, into the head and then out through the back of the head, back 
to the beginning of time
■ Having served its purpose - to bring destruction and to make way for 
new life, the SPIRIT starts to decay, vibrating with the memories of those 
it dragged into the invisible world
■ All water seeps away, and the SPIRIT’s shell sinks to join the other “Dead 
Bodies” littered about the space.
5.2 Runoff
■ TEXT
You in your brown coat of earth there,
you, lifting out of the earth like a strange tuber,
knobbed and clothed with clay,
I know you and I do not know you.
■ CONTEXT / NARRATIVE ARC
■ The deluge recedes, leaving rivulets and broken pieces. Each pool of wa-
ter, stream and puddle resonates with the spirit that washes all that is left, 
preparing the ground for new life.
■ ACTION / VOICE
SX: “Hope” Q:  JN has joined the ENSEMBLE on the floor (57:32)(49:22)
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■ The shell of the SPIRIT rolls up the riverbed, collecting the detritus as it goes, 
transforming into the last of the “Dead Bodies”
■ The ENSEMBLE complete the “Growing Dance”
■ The body has transformed to stone
■ The warm morning sun shines on the exposed neck
■ New growth sprouts from the uppermost shoulder blade
■ The green growth winds around the rock, lifting the body out of the clay
■ The twisted tree stands and reorients to face USP, reorganising into a hu-
man form with RIGHT ARM outstretched
■ LIGHTING
■ The space continues to warm and glow with the high yellow side light fading in 
from P .
■ SOUND
■ “Hope” is a gently moving series of chords in a grainy synth
5.3 Hope
■ TEXT
I stand and stare
upon your clay. Uncouth beasts, roots of earth,
we stare with love into each other’s eyes.
■ ACTION
On a Q from HY, the ENSEMBLE drop their outstretched arms (1:00:19)(52:09)
■ The ENSEMBLE drop their RIGHT forearm to hang from the elbow, hand behind 
their neck as they gently step forward, heel-first in a modified kkachi-gori (tradi-
tional Korean step) toward USP
■ The outstretched branch cracks and breaks, releasing the spirits of the new-
born trees to wander the bush, rejuvenating it as they go
■ THE WOMAN wanders and mourns the loss of those who once surrounded her, 
she sings a soft, wordless lament to herself as she heads back toward her pole.
■ The SPIRIT contracts as it continues to tumble US.
■ With each rotation the “Dead Body” fades as the shape of a newborn 
emerges
 LX: Fades to black as PYH crosses CENTRE (1:01:04)(52:54)
PYH continues to sing in the darkness, finally reaching her last note (1:01:44)(53:34)
LX: Curtain Call Q: ENSEMBLE in position(1:01:54)(53:44)
■ SOUND
■ THE WOMAN sings across “Hope”, the first time we hear her voice naked, unaf-
fected.
■ Mic dry with some presence – slight reverb and amplification.
END
Running Time: 53:44
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Interview Transcripts
Deluge Cycle 4 Exit Interview - Park Younghee
Date: 17 May 2013 
Time: 11:47am 
Location:  Skype
Interviewee: Park Younghee (Participant A1) - Seoul
Interviewer: Jeremy Neideck  - Brisbane
Neideck: So, my first question is, going into the Deluge project, how comfortable 
were you with using physical movement to express yourself in performance?
Park: Generally speaking I was comfortable, but there were areas of physical 
movement that I had never explored before. I am talking about using different 
methods of movement. It wasn’t uncomfortable, but it wasn’t really easy in the 
beginning. But during the process I found that it was getting more comfortable and 
more fun. Generally, I felt very Comfortable. Is that the right answer?
Neideck: Yes, that’s cool… anything! Before Deluge, do you think that you were 
already comfortable with using your voice in performance?
Park: Yes, indeed. I have been using my voice - not only just for text, but also 
singing and many other ways. I have always used my voice, and it is one of the 
[most] comfortable things for me. Using my voice.
Neideck: So, we are going to move on to some questions about the first cycle of 
development that we did at Metro Arts - a long time ago! Before we started the first 
development, what was your idea about the way that the collaboration was going to 
work - especially the relationships between artists and companies? This is thinking 
back to how you thought it was going to happen.
Park: My impression before we started, was that I thought… Jeremy we all 
knew that you were the directer. We all thought that [in regards to] the structure 
of the show, and the movement, all the choreography - I thought we could actually 
devise it all together. We did, we did. So I thought I could contribute more [in the 
area of] making the structure, or direction, or choreography, but it didn’t turn out 
fully, 100% [that we would] devise all together as a group. Because time was so 
limited and we have a lot of performers who had different schedules, we needed a 
strong leader and everything. So it didn’t turn out exactly how I expected, but now 
I am thinking - at that time we needed one strong director or leader or something 
like that. It was slightly different from what I expected, but it was needed. Is that 
the right answer?
Neideck: Any honest answer is a good answer. I’ll ask you another honest ques-
tion. As you know, the first development was my first time as a director - and you 
have just talked about the project needing a strong leader. At the time do you think 
that I was a strong leader, or not?
Park: In my perspective, actually, it was half-and-half. As an artistic director, 
I think you had a very solid, strong idea. [However], even though you explained 
many times about the concept, I couldn’t actually imagine what the show was 
going to be like. But, I realised when we were getting towards the end, that the 
whole show looked pretty amazing. Particularly the idea of the dancers moving 
with the live band. It was really good. But the other half that made you a little bit 
weaker was your communication skill. That was your very first project as a director 
and there were so many performers and musicians and other technical staff. It is 
always a tough task to organise people and pull them together and make a decent 
conversation happen. But, again, if I consider that it was your first experience as a 
director with that bloody big, huge, production - yeah, I can say that you were kind 
of a strong leader, but you just lacked communication skill, that’s all. But in that big 
production environment, everybody has an opinion, everybody wants to say some-
thing, but it seems nearly impossible to listen and talk together, but you tried really 
hard, and I appreciated that, even though I was being tough and harsh sometimes. 
But I appreciated that [laughs].
Neideck: No worries, thank you.
Park: So that’s my answer: half-and-half.
Neideck: Thank you, thank you. I am wondering if you have any more specific 
comments about my communication style at that time. Can you think of anything, 
or any specific problems with the way that I communicated with the cast? And 
especially because we had Korean and Australian cast. Was there any problems.
Park: When I look back, it was a strange combination. For example we didn’t 
know - not only just the Korean cast members, also I think the other Australian 
cast members - we didn’t actually know who is who, and who was doing which job, 
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and what that person’s role was. It wasn’t really clear in the beginning. So, there was 
confusion - that was the main issue. As an artist who came from a different country 
and was using a different language, we [Korean performers] thought “ah, this going 
to be a collaboration [where we will] work together - Jeremy is in the director’s 
position, but we can all jump into the project and we can talk about anything, blah 
blah blah”. But, actually, it was very grey and bleary. You were the director, there 
was no doubt, but your colleague, from Red Moon Rising…
Neideck: Ellen?
Park: Ellen, yes Ellen for example. There was, kind of, a strange dynamic 
because we didn’t know about her, we didn’t know what was going to be her role 
and she didn’t know us. And also for me I was a bit more comfortable to work 
with other Australian cast members because I knew them. But for the other two 
[Korean] cast members, I felt that they found it more difficult. When we passed 
the mid-point, it seemed like everything was getting rushed - but at this point you 
actually started to communicate well. But, sometimes - although everyday you 
debriefed from the whole day and tried really hard - [with] some decisions there 
were a lot of misunderstanding between the director and the performers. So, it was 
very hard earlier [on in the process]. But at that day or at that time there was a kind 
of misunderstanding about each person’s role and there was not enough time to get 
to know each other. And that was the difficult thing that made our communication 
hard. And also, there was an enormous amount of work - that’s another thing. I can 
say that in the first production of Deluge, we made a miracle I think. It was a kind 
of miracle thing to put it all together with live music. So yeah, that’s my answer.
Neideck: Yeah, yeah, yeah. Great. Do you have any thoughts about the actual 
performance. Like, what did you think about the performance that we made?
Park: I mean, first Deluge, you mean?
Neideck: Yes.
Park: You are asking about the general things about the first Deluge?
Neideck: Yes, so about the performance that we showed to the audience. What did 
you think about the final showing?
Park: You know what… I personally believe, now that we have finished the… 
third season of [Deluge]?
Neideck: Yep.
Park: Ok, let me be honest. I believe that our first production was absolutely 
fantastic. I mean, during the development process we have been finding tools - I 
mean for vocalisation and physical movement and sound - which is good, but 
actually, the actual outcome, I really liked the first production of Deluge. Maybe 
because of the live music? I mean, the live band. I don’t know, but there was an 
actual interaction between audience and performers. And as a performer, to 
perform inside the live music, it felt much more natural because the musicians, 
they didn’t just play their own stuff. They actually worked together with the per-
formers and sometimes they read the mood and interpreted the show as artists. 
So suddenly the two artistic imaginations, or thoughts rose up and blended really 
well: the live band with the music and dance. And the narrative - maybe because 
I am a theatre performer, an actor - but narrative-wise it was in some ways a bit 
more clear. I mean, I have finally watched Kat [Henry]’s acting on the stage [by 
reviewing the video documentation] and you know, it was very simple acting and 
simple direction, but actually it made it really clear for the audience. It was quite 
bizarre. And also, another great thing was the voice of the Western practitioner 
Jana [Penshorn, vocalist] and mine worked really well when we sang together with 
Western instruments. That kind of moment actually made it even richer, and high-
lighted the moment, and that actually hit the audience in a very strong way. One of 
the things I have heard from my friends in Australia - they all pointed it out - that 
[these particular kinds of] highlight moments were much more powerful in the 
first production. I think that now we have a slightly different shape for the show, 
but I quite liked the very first production of Deluge. I think that it feels like the first 
production was the best.
Neideck: Sure, sure. So, you talked to some Korean audience members from the 
first production.
Park: Korean audience, and Australian audience.
Neideck: Yep. I’m interested in what you thought the Korean audiences response 
might have been to the first production?
Park: Um, you also heard from the Korean audience - they actually were 
sobbing for half of the show in the first Deluge. Even though [the performance] was 
non-verbal, because of the magic of live music and live singing, it just gave them 
a huge link to Korean traditional performing styles - like p’ansori. You know that 
p’ansori is always performed with one drum, or something like that. So [Korean 
audience members] actually immediately linked [the work] to our old culture and 
151
art - and han too. They just started sobbing and they immediately recognised all 
of the [traditional Korean] movements that we had linked to, [and the way that 
they] worked together with the singing and music. So everybody said that it was so 
powerful. Not only because I sang the funeral song [from Shimch’ŏngga], they felt it 
from Poseidon - or actually just before Poseidon. One of the audience members said 
that [at that moment] their heart was beating really fast. So, I don’t know. But yeah, 
that’s what I heard. And other Australian audience members like Catherine [Pease] 
and Catherine’s whole family have been watching our developments two, or three 
times, and they said exactly the same thing. Even though they couldn’t understand 
all of the lyrics, they actually felt that the first production was really powerful. So, 
that is what I got from my friends.
Neideck: Great, thank you. So we will move on now to the next topic. So, before 
we started the Deluge project, what were your honest thoughts about butoh? 
Park: Honestly speaking, I didn’t know much about butoh at all. I had seen a 
couple of video clips, and I had heard about butoh from my seniors - but the image 
of butoh work and the training process about butoh work… Maybe also - I don’t 
know - maybe I had a big prejudice about Japanese traditional arts - I don’t know. 
Honestly speaking, every information was mixed together and gave me a huge 
prejudice, honestly speaking. So I didn’t know much about butoh and I didn’t even 
want to know about butoh because I thought it looked very weird and strange, 
and I couldn’t find any beauty from that. And I thought also that it would be very 
hard to communicate with the audience through that form of movement, because 
I couldn’t find any contact moments with the audience. But, yeah that’s what I 
thought about butoh before I started.
Neideck: So, we, I think later in 2011 we went to see Helen [Smith] do her 
performance called A Dance for All Seasons. What did you think about that 
performance?
Park: I mean, her performance actually turned ‘upside-down’ my prejudice. I 
mean, as a performer she was absolutely beautiful. Watching her, it was stunning. 
But even though when she made her internal gaze, I felt strongly connected with 
her performance. You know, many butoh performers - there are lots of abstract 
images, or feelings of abstract images there. So it is sometimes quite difficult for 
the audience. [It] puts the audience into a very difficult position. But I felt that, for 
the first time - even though [the work was] still abstract, it was understandable. I 
found that suddenly I realised my brain had started to pull out common themes, or 
similar memories? Or create an imagination that matched with her performance. 
So it was a very surprising experience. I thought “Ah, it is actually possible, even 
though performers don’t look at the audience in a direct way, we can still make a 
very strong connection together, and we can communicate with each other”. So, 
yeah it was a very good experience - it changed my thoughts about butoh.
Neideck: Great, thank you. Ok, so the next question - when we were doing our 
second development in Montville - we were also preparing for the Creating Body 
workshops [to be delivered in First Semester at QUT], and we started talking about 
the idea of “I, You, We”. And, I think you made those titles. But, can you explain to 
me how you understand “I, You, and We”?
Park: I think “I, You, and We” is the whole thing about play, or the theatre. 
And that means, the whole thing about our lives too. I mean, yes there is “myself ” 
[I] who wants to do something, and there is “you” who wants to work together, 
and there is a “we” - performers and audience. So, [in regards to] theatre, or 
performance, these three things are key. [Of course], we also can’t do anything 
without technical staff, [but we really] cant perform just by [ourselves] without our 
colleagues and the audience. Without these three things we can’t actually survive. 
We can’t make anything. And also in the real life too. I think that maybe making 
performance is about myself, and you, and all of us. So, that is why I immediately 
just pulled out those words because if I just make something for myself, I would 
say that that is more like masturbation, or just pleasing myself. I mean, with just 
you and me, surely we can communicate with more people through our work 
[that if we were working alone]. [This idea] maybe just came through traditional 
performing arts skills. For example p’ansori, or mask dance, we always perform 
outside. There was a performer and the drummer, musicians and the audience 
actually filled in the gaps during the show. So actually, enthusiastically, they partic-
ipate using spontaneous words and actions and at the end they all come out [and 
perform] together. So, in the old days, all of the performers knew that they were 
not the only ones that complete the show - they need the audience. They need the 
audience to complete their performance piece. So [this idea] was just organic, or 
it was naturally in my mind - it wasn’t very difficult to bring up. Is that the right 
answer?
Neideck: Yeah, no, that’s great. Do you think also, that there is any connection to 
maybe to Confucian thought there as well? Just the idea that we are not looking 
after ourselves, we are looking after others… Or, I don’t know, that just popped into 
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my head.
Park: Hmmm… Confusion thought?
Neideck: Confucianism.
Park: Ok, could you explain one more time, could you talk to me one more 
time about your question.
Neideck: So, do you think that there would be any connections also with 
Confucianism and the idea that there are different relationships that you need 
to look after to be a good or moral person. That you can’t always be looking after 
yourself, you have to look after your elders and society and your family. Do you 
think that those kinds of ideas influence the “I, You, We” idea maybe?
Park: Actually I haven’t thought about that.
Well, that’s interesting, but actually I have never linked it with that kind of thought. I 
mean, when I thought about “I, You, and We” it was more like an equal position. 
[In Korea] we have all different hierarchies. [In the] old days - you know yangban1? 
Yangban is the noble class from the old days. Even the yangban had to come out 
from their house to watch the performance. [Of course], when they had a big party 
or when they were hosting other noble families, yes, from time to time they invited 
a bunch of performers and they held their own party in their backyard. But, gen-
erally, when the kwangdae2 or singer performed, they [yangban] had to come out 
and mix with other middle class or lower class and they had to watch together. It 
was kind of an equal thing. So, in my head, I never thought about that [Confucian] 
point of view, but, yeah it is interesting.
Neideck: Yes, there is an interesting relationship there. Ok. So, my next question 
is… What do you think about the idea that han, or something like han, can be felt 
by somebody who is not Korean?
Park: [LAUGHS]
Neideck: Big question! [LAUGHS]
Park: Ah. Yeah. I mean, well. I am not sure I can answer that in the right way 
or not. I feel more and more that if you are a person who wants to make your life 
good, and a person who tries really hard to make your own life better, or are a 
1 양반 yangban (yung-bahn) The name given to the elite class during the Chosŏn period (1392 - 1910).
2 광대 kwangdae (gwung-deh) An itinerant performer. In modern usage, this is a term is 
commonly used to describe a clown, but historically was also used for a solo p’ansori singer.
person who has lots of friends and loves people - I think it doesn’t matter if you 
are Korean or Australian, everybody has han. We are getting through pretty much 
the dame difficulties and happiness everyday but in different places. We just have 
different methods to express our feelings. And many people actually don’t realise 
what it is or what is inside - what makes their heart ache, what makes them happy. 
But, maybe because Koreans have always been very sensitive about emotions, we 
surprisingly took that out and put a name on it: han. Honestly speaking, before I 
started working with a bunch of Australians and other foreigners, I thought: “oh, 
you guys don’t know about han… you guys are very simple-minded people”. But, 
actually, this was one of the huge prejudices I had about human beings. I totally 
misunderstood before that hand. But now I am thinking, that everybody has han, 
but sometimes people don’t know what it is, or don’t know how to name it. And we 
all just have found different ways to express han. All I can say is that Koreans are 
most sensitive about sentiment or emotions, and lots of our traditional performing 
arts deal directly with han. So, we are a bit more sensitive about that. I think it 
is hard to describe what is the meaning exactly. We don’t know! If you ask other 
Koreans “Ok, can you guys tell me what han means exactly”, no one will [be able 
to] give you the right answer, because there are no right answers.
Neideck: Do you think that a project like Deluge can help people experience han, 
or help people (I don’t know if experience is the right word) to understand, or 
identify han. You know what I mean?
Park: Oh yeah, absolutely, absolutely! Each of our developments has had 
great aspects of han - that’s what I reckon. But, each time we slightly changed our 
approach of how to punch that emotion. We all know that the first production as 
very raw and very rough, but actually, it was a good match. Related to an emotion 
like han, it is sometimes very raw and rough and very honest. Sometimes it not 
only presents as grief or sorrow, it is also mixed up with huge happiness and joy. 
So, in the first production, because of the rawness, we could actually better keep 
that emotion. But, as time goes by our show is tidied up and made more organised, 
it looks more organised and decent. We used great sound installation [in the Cycle 
4 showing], which was good, but those things that made the work tighter and 
smoother actually maybe, I don’t know, but maybe it is creating slightly more dis-
tance between the roughness of han and our performance. I mean, we still had lots 
of those aspects, but the shape of the show, or the structure of the show was maybe 
too smooth to deliver that rough emotion. That’s how I feel. Does that make sense? 
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Neideck: Yes, it makes lots of sense. During the second development in Montville, 
we started playing with the voice as a cast - can you just briefly explain to me how 
you experimented with Hoyoung and myself to make the vocal images, or the vocal 
training.
Park: It was very fascinating experience for me because, although I am not a 
professional p’ansori singer, I have been learning the rough idea about where the 
whole sound comes from, and how we create images from our voices. I thought 
that it was going to be a bloody tough task - particularly for people like Hoyoung - 
and even for you, who has many experiences to make an image through your body 
because of butoh training. But people like Hoyoung has a huge fear to play with his 
voice. So I wasn’t sure. I thought I should actually approach it in a slightly different 
way - not just using a traditional p’ansori method. I thought maybe I should just 
try it a different way. So, it was more like pulling or scratching each of you from 
the bottom of your heart, or the bottom of the soul. And it worked quite well. I 
remember the day that you two made a proper “vomit sound” for example. It was 
a big surprise moment for me because I know you, and I know Hoyoung. To make 
that kind of sound at that volume is not just breaking your voice - actually it is the 
moment [in which you need to] break down the wall in your heart - it requires 
huge braveness. I [have had] that experience in a different time in a different situa-
tion, so I actually didn’t expect you to make that moment, but you did. And after-
ward, both of you felt much more confident and brave. It was fascinating to watch 
- particularly [because you were] people who didn’t have traditional vocal training. 
[I realised that] we can’t make a traditional p’ansori piece, but that it is perfectly 
possible to create some images through our voices with people have no experience 
of training in traditional singing. It was good.
Neideck: Great, thank you for that. So, the next couple of questions are a bit hard 
to ask, so I will just do some explanation first. From the third development in June 
of last year, I started talking about the idea of metaphor as an important way of 
us to combine our physical and vocal practice together. So, we used things like 
manipulation, and transformation, and the crack moment, so these kinds of words 
that we used to communicate together. My question is: what were the most useful 
of those kinds of metaphors for you when we were rehearsing and performing and 
making?
Park: I thought about it, but you know what, it is hard to say “yes, that worked, 
or this one wasn’t really good”. It is hard to say in that way, because I felt that maybe 
in the very last development maybe we could use [just a few] a couple of meta-
phors for example. That means that we could focus on more for each metaphor or 
[piece of] vocabulary. But, anyway. I believe at least that we put each metaphor in 
the right time, in the right moment. So, for me [to say] “oh yeah, that didn’t really 
work and [this one] was better…” I couldn’t say that, I think. But, I personally think 
for the next development, if we could even look through more carefully and make 
a very definite decision for each metaphor, then maybe we could make [them] 
even bigger or more definite for each scene. At the moment we had manipulation, 
transformation… one, two, three, four, five, six - which is good. But it is totally up 
to you and [the ensemble] to decide what is the most useful metaphors - or if we 
want to add more. The task is to put each of these things on the “dead right” spot, 
and make it more clear. So, that’s my answer.
Neideck: Great. Do you remember in the last development when we were rehears-
ing for Poseidon, and we rehearsed for a couple of days and it felt like we weren’t 
getting very far. Do you remember those days in the middle of rehearsal? Do 
you remember how we got to the next level, or how we got past those frustrating 
moments.
Park: [LAUGHS] I can’t exactly remember, but I… maybe… well, at the 
moment… We actually, we found… Wait a minute… We workshopped a couple 
of duet movements and presented them for each other, and also you suggested 
to Hoyoung that he should do a short solo moment. I think that we found some 
interesting movements and added Hoyoung’s solo, and also the end of Poseidon, 
we spun. Well, we tried really hard to create those stunning [solo] movements, 
individual movements, or group movements. But it was a very big task. And, at 
the same time - it is embarrassing to say it but - our physical strength wasn’t ready 
for that scene. You know what I mean? I remember originally “Director Jeremy 
Neideck” asked us to spin really super fast in this section, for example. [You wer-
en’t just asking] Hoyoung, but you wanted to create something really dangerous, 
you know, something big-picture as a group - but the physicality across our entire 
cast was very different, and we weren’t really ready for it. So, we negotiated in our 
heads, without words: “well, this is what we can do, so let’s [just] make this kind of 
mind until this line”. We all agreed with that point, I think. So at the end, in the last 
day, we kind of appreciated what we had found, and enjoyed the duet and solo stuff 
and, yeah. That is how I remember.
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Neideck: Do you remember us using some different environments for the move-
ment? Like, we used the hose, and the pond body, and the whirlpool body. Do you 
remember us using those when we were fixing the choreography for Poseidon?
Park: Neh, majayo, majayo [Yes, that’s right, that’s right], we did.
Neideck: Was that useful at all?
Park: It was useful, it was useful, and it was fun. Fun to make. Actually, you 
gave us individual time to make that. Yeah, it was fun. It was really fun and a good 
idea. A good approach. Just one thing that I thought, if we could have more days - 
or two or three days - it would be much better. We could develop that movement to 
another level. [GARBLED RESPONSE] And also the knowledge of choreography 
has to… yeah… there was definite limitation.
Neideck: Yeah, absolutely. I just have some final questions for you. I have become 
interested in, I would like to know what you think the differences are in working 
style between Australian and Korean artists. If you think that there are any differ-
ences in the way that we like to work, or the different… yeah, styles of working.
Park: Ah. Ok. I, well, now I have been working [back] in Korea for more than 
6 or 7 months now. I mean, Korea - we have [already] talked about hierarchies 
between seniors and teachers and students. Even though when I [have recently] 
worked with a director who has a very open mind, I fell like there is a strange 
hierarchy in there. And, particularly when we make a big decision, suddenly that 
hierarchy or big dictatorship comes out, and suddenly all performers become 
slaves. That was very tough for me - I mean - even though I have been giving him 
lots of ideas and thoughts, it didn’t work properly. Even though he was very famous 
for having an open heart. And, for Australians - yes, sometimes I miss that huge 
dictatorship [laughs] but, the beautiful thing about working with Australians is 
that so far, everybody has tried really hard to pull out the same kind of thoughts 
through really patient conversation and communication among us. That’s the real 
beauty about working with Australian cast members. And also there is no hierar-
chy, or strange thoughts in view. It feels much more relaxed and [I feel] free to talk 
about anything. Particularly artistic things. So each side - Korea and Australia - 
they have good sides and bad sides but I mean, personally, if you ask me which way 
is more comfortable, or which way inspires me more as an artist, then yes - work-
ing with Australian artists is more inspirational and lets me feel more free. So, that’s 
my answer.
Deluge Cycle 4 Exit Interview - Kat Cornwell
Date: 16 January 2013
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Location:  Brisbane
Interviewee: Kat Cornwell (Participant A4)
Interviewer: Jeremy Neideck
Neideck: So Katrina, how familiar were you with Korean culture and performance 
before you participated in the project?
Cornwell:  So, just prior to Deluge I had just come back from performing in Korea 
where I was working with two Korean artists, so I’d say that I was fairly familiar 
in that I had already had a brief introduction to Korean culture, to working with 
Korean artists. But having said that, I was really surprised throughout Deluge with 
the difference between working in Korea with the Koreans that I was working with, 
and working with Hoyoung and Younghee and that their work ethic and their 
attitudes toward creating work were quite different and I thought that they might 
be similar for some reason. But, they were just really different artists.
Neideck: Can you think of any reason why that would be?
Cornwell: Maybe age? I don’t know. Age and training. Because I have thought about 
it a little bit because the Korean that I was working with were more, I think, based 
in contemporary dance techniques. Where, I know Younghee has had more of a 
traditional training, and so has Hoyoung with his Martial Arts, kind of more of a 
traditional Korean movement technique. I think maybe that’s where it comes from. 
Also I know that there is a really strong work ethic with LATT Theatre, and they 
have both worked with LATT and REM Theatre and I think that they have inher-
ited that sense of work ethic.
Neideck: Going into the project, how comfortable would you say that you were 
with using physical movement as an expressive tool in performance?
Cornwell: I’d say that in general, I was very comfortable. I mean, I have worked in 
physical theatre for a number of years, but I knew that the project was butoh based, 
and I personally haven’t specifically worked in butoh since 2008, or 2009 actually. 
So that’s like three years, so I was pretty nervous, I was just nervous. I didn’t know 
what to expect, or if I would like it, or if I could still do it. And then I also knew 
that you had already worked with everybody else on the project before, so that 
made me a little bit apprehensive about the work and if I could do it or not, but, as 
soon as I got there, and as soon as the first day was over, I just remembered how 
much I loved it, and I was like “ah, this is fine, this is awesome”.
Neideck: Similar to that, going into the project, how comfortable were you with 
non-verbal vocalisation as an expressive tool in performance?
Cornwell:  I think I am pretty comfortable with that. In general I will try just about 
anything until I know I can’t do it. And I knew that that was part of the process, 
and I knew that I would be able to do it. But, the thing about working with the 
voice is, that if you are at all hesitant, you can hear that straight away. So I really felt 
the development of that section of the work. It really deepened for me throughout 
the three weeks, probably the most significantly.
Neideck: In the first session I used the word “metaphor” to describe specific ways 
that we can re-imagine how we use our bodies and voices and also the philosoph-
ical world of the work, and also the dramaturgy of the performance. So, can you 
recall any of these metaphors that were employed at all?
Cornwell: Yes.
Neideck: Can you explain what they were, or which ones you can still remember?
Cornwell: This is a tricky question because like, metaphor was weaved throughout 
the entire work, so it’s kind of really hard to pinpoint some specifically. I mean, 
I can really easily tell you what the different physical metaphors that we were 
working with were and what different sections were. So I was trying to think 
about which ones I think were the most significant and useful, and I thought that 
the metaphor of using the objects at the beginning was probably one of the most 
important for me as a performer, but I also think dramaturgically as well, because 
it set up the context for the whole production. And for some reason, audiences 
love to grab onto objects on stage and put a lot of meaning into them. And so for 
me the metaphor of looking into the empty containers and connecting with that 
sense of longing and connecting that with a sense of longing for water was really 
important for me. There was something about that, and there was something about 
looking into nothingness that seemed really important also to set up the start of the 
show for me as a performer, because from there we went into transforming, and 
transforming the butoh body.
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Neideck: Going back to one of the earlier questions. The physicality of this work 
was butoh based, or image-based. Have you got any insight into how the process of 
creating Deluge is different, or compares to other works that you have done that sit 
in a similar physical place?
Cornwell: Yes. Let me think about that. Well, Every process is different. I think the 
thing about Deluge, from what I can see, is that the work that we created came from 
a really clear and concise place - most of the stimulus was tied back into the poem 
by Judith Wright. Whereas a lot of the other work that I have created has been a 
little bit more general, and the specificity of the work has kind of been forced into 
it by the choreographer. Where the choreographer goes “oh, well, let’s find this 
detail in the work to kinda make it more specific because every work needs detail”. 
Whereas I feel like the way that we found that detail was much more organically. 
And took a lot longer. Even though it was only three weeks. I don’t know, it makes 
no sense, but for example, that first section where we transformed and had fog 
body and ice body, and what was the other one?
Neideck: Water, liquid body.
Cornwell: Fluid, liquid… So for that work, you taught us the metaphors that we 
were working with and then we explored it and then we built on it. But then we 
kind of came back to it and worked together as a group to find what the journey 
was together. And that, you know, that process was really different for me, because 
normally we would do some exploration, the choreographer goes away and thinks 
about it and then comes back and teaches you. Maybe based on what you did, 
maybe not. (The choreographer tells you) what you are going to do on stage. And 
often the work that I have done before has worked with counts, whereas this one 
didn’t work with counts at all. I am trying to think if we ever worked with counts - 
there were markers in the music but it wasn’t like “one two three four five…”
Cornwell: And I really enjoyed that process because the sense of listening was much 
richer because of it. Because we weren’t just going on the beat. We were listening to 
each other and taking our cues off each other and what we were feeling.
Neideck: Are there any other things that you want to talk about. Or anything that 
you think…
Cornwell: Yeah. Thinking about, thinking about the use of metaphor. I was think-
ing about the way that we used it with the p’ansori singing and the vocal work that 
we did. I think that some of those images were more successful than others for me 
personally, and I am interested to know if other people had that same experience. 
Sometimes it was really really helpful, and sometimes it was too much information, 
especially where the voice was concerned where you just need to get it out of your 
body, where your head can’t get in the way. Where the images were really finicky, 
then for me it didn’t help, it kind of disabled my voice a little bit, whereas some of 
the simple ones like “sssss” - travelling along a stream or travelling along a road, 
that was really useful for that steadiness. That was a really clear image. So, I don’t 
know what that juggling act is, like, I guess you just find that some will work, and 
some won’t work. Whereas the one with like the shelf, and the filling that… didn’t 
work at all. I just found that interesting, like, but then some of it was good.
Neideck: So, in terms of the voice, basically you are saying that simple images 
work, or almost like we should stick to one theme for an image, rather than one 
made of multiple parts?
Cornwell: Yeah, for me. But it could be different for other people, absolutely. And 
then, but sometimes with the voice work, sometimes I get really heady and then I 
just have to look at what Younghee is doing, and I then make that sound, and then 
think “how does the image work” and then kind of work backwards to reconnect 
with it - to just bring those things together. But I think, I don’t know, I think the 
(vocal) image work is useful. The same with the movement work, it helps everyone, 
when we put it on stage, to be doing the same thing and investigating the same 
thing and to be having a similar energy. And I bet that it still had the same effect on 
the voice.
Neideck: Are there any differences between the way you would process an image 
in your body than you would in your voice.
Cornwell: Yes there are. I guess, because with the body there’s more freedom to 
explore. The voice… it’s more direct. And maybe because I am less experienced 
in using my voice, like, if I was Younghee, that question might have a different 
response, but, for me… Also maybe because they were set beforehand, the voice 
work, there wasn’t much “explore this, explore that”. For me it felt like there was 
less of a chance. There was less movement in it, there was less room to move with 
that voice work.
Neideck: Great.
Cornwell: Oh, yeah, I wanted to say one other thing about metaphor. I have been 
thinking about it as I have been walking around today. And I think that it is really 
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important to the work. Because there are so many layers of it. And I was like “how 
am I supposed to pick one out to talk about?”, because in every given moment, 
there were multiple metaphors happening, which I think was really interesting. 
But my experience of it as a performer was that - on stage I felt held up by them. I 
felt like they were little strings that connected all of us so that the metaphor helped 
me connect my movement, the dramaturgical metaphor helped me connect to the 
audience, and the metaphors also helped me connect to the other people on stage, 
so it all kind of felt like these strings holding me up in space. And if I didn’t feel 
held up, then I didn’t understand what was going on. It’s very useful, and they are 
very important. The connections to the poem as well, I would actually think about 
the poem on stage.
[BREAK IN RECORDING]
Cornwell: What did I just say? What did I just say?
Neideck: It was those metaphors that held the creative development together…
Cornwell: Yeah, and I feel that was really important in butoh and work that is really 
abstract, and that without those layers there… I feel like that was one of the main 
differences between the work that we have done with Deluge and previous butoh 
works where it has been like “let’s explore this general territory, like, a big theme 
and then let’s find some movements and lets do them”. Whereas this felt like a 
different process because it was like narrowing in on these metaphors and deciding 
which ones were important, and putting those on stage.
[END]
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Neideck: The first question we have is, how familiar were you with Korean culture 
and performance before you participated in Deluge?
Thorburn: I would have to say “not very”. A little bit of an appreciation for the dif-
ference between Oriental performance and Western performance, but apart from 
that, not very familiar with the different disciplines and what they do and what 
they look like.
Neideck: Going into the project, how comfortable were you with using physical 
movement as an expressive tool in performance?
Thorburn: Very comfortable, yep. With physical movement as an expressive tool in 
performance.
Neideck: Did this change at all through the project. For example, did you become 
“less comfortable”?
Thorburn: [LAUGHS] I suppose for the particular style that you were aiming for. 
I got more comfortable with things like the particular walks and Hoyoung’s mar-
tial art moves and things like that I had to practice and get used to and get more 
refined and comfortable with. So those definitely developed. And I got excellent at 
ballroom spinning and waltzing… [LAUGHS]
Neideck:  [LAUGHS] Going into the project, how comfortable were you with 
using non verbal, or vocalisation as an expressive tool in performance? So, not 
word based…
Thorburn: Fine… Not uncomfortable with it, fine. But definitely had never 
unpacked it, or broken it down the way that particularly you and Younghee had 
done in that process and placing images with the breath and with the voice I had 
never really considered much. So that made it more of a creative tool instead of 
something that was an “added extra”.
Neideck: In the first session, I used the word “metaphor” to describe the specific 
ways that we can re-imagine how we think about the body and voice…
Thorburn: this question…
Neideck: … as well as the philosophical world that we operate in as well as the 
dramaturgical structure of the work. So some of the examples of those were, we 
talked a lot about manipulation, and the “space body” and shaman ritual. Did you 
find any of these metaphors that we used… did you find that they held any signifi-
cance in the development and performance of the work?
Thorburn: Ah… What ones did I find useful?  It’s confusing in my head when I mix 
up images with metaphors. An image that I am using is not necessarily your con-
ceptual metaphor for things as a whole.
Neideck: I think that’s fine though, because the idea of using an image to move… I 
see that as a metaphor, so…
Thorburn: Yeah, so definitely using an image to move, obviously. And also the one 
that I probably drew on the most was the metaphor of us as the beings that are 
trying to conjure the water out of the atmosphere and bring that forth, and trying 
to change the density to make it rain basically. To bring upon the Deluge. I used 
that. And then… Also, particularly the bouncing choreography - that shamanis-
tic, I suppose, summoning section was another one where the metaphor was the 
primary thing going on in my head. At this point it is like this is, this is my main 
objective, is connecting that to what it is that I am doing. I feel like there was one 
to do with the, the audience’s experience of it, but I am trying to reach back in 
my head and find… Something about the… Us [the performers] doing this ritual 
for them [the audience], and them coming and having this experience and being 
cleansed in a way, and purging, or whatever it may be, and doing these as well. So 
the audience’s experience as well as the performative through line being aligned is a 
metaphor that I drew on.
Neideck: How would you say that those things were useful? So, you have identified 
a couple of them [metaphors]. For example - in training or in rehearsal and in 
performance, how would they be useful?
Thorburn: It gives you something to do, which is the most useful thing. So, in the 
bouncing activity, it would just be nonsensical bouncing if you didn’t have the 
motivation to try and use that to reach the end point of what the metaphor was 
aiming for - in bringing forth the spirits and whatnot. Otherwise it would just be 
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empty and meaningless, and then you would just feel silly. [LAUGHS] So it is the 
same thing for the audience as well - if you think about the performance as a whole 
it would feel empty and meaningless and silly if you didn’t have that picture in your 
head of the audience coming for this particular experience, and what they might 
get out of it, and leave with as well. So it kind of justifies it to yourself and gives you 
a purpose for doing it.
Neideck: Do you think that purpose is something that the audience can see or 
perceive?
Thorburn: I think that it is definitely a subjective thing for the audience. Some peo-
ple will get different things from it. Some may connect emotionally to it through 
the soundtrack, or the movement. Some may just be visually stimulated by it. I sup-
pose that there is lots of different ways that people will take it, but I think that there 
wouldn’t be anything there for them to be interested in, if the performers were just 
displaying the movements rather than actually trying to communicate something.
Neideck: I know that have got experience creating and performing butoh-based or 
image-based performance. Is there anything particularly different about the pro-
cess of creating Deluge from other experiences that you have had?
Thorburn: Definitely your approach is… The bringing together of the training, and 
from the training activities, birthing from that the seeds for the choreography is 
a different approach to how I would typically think about my performance work, 
and other experiences that I have had. So actually, taking something very practical 
and very isolated for a particular skill and examining its aesthetic qualities and 
what dynamics it has and then enlarging that and stretching it out and investigat-
ing what metaphors are hidden in that and using those to then craft what is in the 
space, is… can you put my gesture… [LAUGHS]
Neideck: He is making a growing, treelike movement with his hands.
Thorburn: Yeah, it kinda takes, there is a seed in the activity which you then grow 
out and extrapolate into the performance, as opposed to reaching for the per-
formance from an outside source and then honing those things that aren’t really 
refined in isolated activities. [Your approach] kind of works in reverse and starts 
with those isolated activities first.
Neideck: Was that helpful or not helpful as a performer in the process?
Thorburn: I think that there was definitely moments where it was fascinating and 
it was working and there was lots of… You would find an activity and you would 
crack it open and there would be a lot… there would be interesting things in there 
to flesh on, and sometimes there wasn’t as much. And I think in those moments 
when there wasn’t that much, we would start to… I think that’s sort of where the 
confusion and whatnot would start to set in or the hesitation or the procrastina-
tion would start to set in. Where it is like “ok, we don’t have a start point for this 
activity that we are following along to make sense that has gotten to this point”. It’s 
like “this just has to happen because that’s what needs to happen in the show at this 
point”. And we haven’t got a seed to grow it from, so we will kind go “ah-hum-ha” 
(frustrated noise) and try and throw things at it. And I feel like there could be a… 
whether there is an intention placed on discovering more of those little seeds, those 
kernels for more problem solving, or whether there’s more exploration of different 
ways of approaching it when it gets stuck, from going this way where we can reach 
out from it and grab things as well. Yeah, I feel like there is possible problem solv-
ing opportunities there by placing our intention on… there.
Neideck: And finally, are there any other things about the development or per-
formance of Deluge that you would like to talk about, or any insights that you may 
have had in the intervening weeks? Of course, there is no pressure if you want to 
say no, that’s fine.
Thorburn: I am having a think. Thinking back to that point in my life.  Nothing is 
really coming to mind. I think that definitely, the training first approach was some-
thing that I was fascinated by. And also the shamanistic structure as well. Trying to 
fit these ideas into that structure was an interesting approach. Yeah, that all I think.
Neideck: Thanks!
[END]
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Deluge Cycle 5 Entry Interview - Tak Hoyoung
Date: 21 August 2014
Time: 11:57am
Location:  Brisbane
Interviewee: Tak Hoyoung (Participant A2)
Interviewer: Jeremy Neideck
Interpreter: Hyeri Robertson
Neideck:  It is 11:57 on August 21st. This is principal researcher, Jeremy Neideck, 
conducting an entry interview with participant A2, Tak Hoyoung, with our trans-
lator, Hyeri Robertson. Hoyoung, could you let me know your role on the Deluge 
project?
Robertson:   델루지 프로젝트에서 역할이 어떻게 되시죠? 
KOREAN (What is your role on the Deluge project?)
Tak:   제 이름은 탁호영이고요, 퍼포머라고 해야 하나요. 연기자?  
KOREAN (My name is Hoyoung Tak, and I am a performer? Actor?)
Robertson:  Performer.
Neideck:  Is there anything that you didn’t understand about the interview infor-
mation sheet?
Robertson:  인터뷰 인포메이션 시트에서 혹시 잘 이해가 안가시는 부분이 있나
요? 
KOREAN (Is there anything that you didn’t understand about the interview infor-
mation sheet?)
Tak:   없습니다. 
KOREAN (No.)
Robertson:  No.
Neideck:  Is this your first time in Australia?
Robertson:  호주는 처음이신가요? 
KOREAN (Is this your first time in Australia?)
Tak:   2011년부터 2013년까지 호주에서 살았던 경험이 있어요. 
KOREAN (I used to live in Australia from 2011 to 2013.)
Robertson:  He used to live in Australia from 2011 to 2013.
Neideck:  How familiar would you say that you are with Australian culture?
Robertson:  호주의 문화에 대해서 어느 정도 익숙하다고 생각하시나요? 어느 정
도 이해하고 있다고.. 
KOREAN (How familiar would you say that you are with Australian culture?)
Tak:   기본적으로 호주의 역사에 대해서 알고 있지만 2년정도 생활한 것
밖에 안돼서 호주의 문화를 많이 안다고 할 수는 없을 것 같습니다. 
KOREAN (Basically I know some things about Australian history, but I lived here 
for only 2 years, so I would not say that I know a lot about Australian culture.)
Robertson:  어떤 부분에 대해선 아시는 건가요? 
KOREAN (Do you know some of it?)
Tak:   뭐.. 역사를 통해서 보면 애보리진들이 있고, 그 다음에 그들이 여기
의 원주민이고, 근데 그런 어떤 역사라던지… 그런 정도… 
KOREAN (Well… in history, there were aboriginals, and they were the native 
people here. That kind of history…)
Robertson:  근데 2년이면 되게 긴 시간 같은데… 
KOREAN (2 years seems to be a long time…)
Tak:   제가 왜 쉽게 판단을 못하냐면, 문화 안에도 굉장히 많은 분야가 있
잖아요. 그걸 하나로 묶어가지고 아, 문화가 이런 것 같다 라는 편견을 갖고 싶
지 않아서… 
KOREAN (I cannot conclude easily as culture itself has so much sub-culture within 
it. I would not put them together and say, ‘this is the culture’. That would give me 
prejudice.)
Robertson:  He does know about Australian history but then, he wouldn’t say 
he knows everything about Australia by just two years of experience living in 
Australia. He wouldn’t want to have this some kind of prejudice or fixed idea about 
what Australia is like.
Neideck:  Is this the first time you’ve collaborated with Australian artists?
Robertson:  호주 아티스트들과 협업하시는 게 처음이신가요? 
KOREAN (Is this the first time you’ve collaborated with Australian artists?)
Tak:   처음은 아니고요. 1996 년 정도에 호주 연출가 로저 린드하고 한국에
서 처음 같이 작업을 하게 됐고요. 그 이후로 계속해서 많은 작업들을 호주 아
티스트들과 하고 있는 중이죠. 
KOREAN (Not the first time. I started my first collaboration with Roger Rynd in 
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1996, and ever since, I’ve been involved in a lot of projects with Australian artists.)
Robertson:  He actually started his first collaboration with Roger Rynd in 1996, and 
ever since, he’s been involved in a lot of projects with Australian artists.
Neideck:  What do you understand about the differences between Australia and 
Korea in terms of creative process or working style?
Robertson:  호주랑 한국간의 어떤 차이에 대해서, 일을 할 때의 어떤 스타일에 
대해서 어떤 차이가 있다고 생각하시나요? 
KOREAN (What kind of the differences do you think there are between Australia 
and Korea in terms of the creative process or working style?)
Tak:   개인적으로는 큰 차이점을 느끼지 못하는데요. 하지만 각자의 작업 
환경이 달랐던만큼 접근하는 방식의 차이는 분명히 있을 거라고 봐요. 하지
만 하나를 딱 꼬집어서 얘기할수는 없을것 같고요. 그것이 인제 각 예술가들
이 갖고 있는 성향이 다를 수가 있으니까, 그런 차이점이 또 한국과 호주란 범
주로 이렇게…말하긴 어렵지 않나… 
KOREAN (Personally, not much in general. But maybe different circumstances 
would give us different approaches. But I cannot point one out. Individual artists 
would have different tendencies, and we would not be able to distinguish them 
from a Korean style or an Australian style…) 
Robertson:  Maybe not much in general but this is his personal feelings. There may 
be some sort of differences when Australians and Koreans approach to the ideas or 
projects, but it could be also individual differences, basically, personal differences. 
So he wouldn’t say what Australia is like just judging by his experience.
Neideck:  Do you think that we will have any challenges or difficulties when we 
collaborate with artists from different cultures or with different languages?
Robertson:  문화와 언어가 다른 아티스트들이 협업을 하는 데 있어서 어려운 점
이 있는지. 
KOREAN (Do you think that we will have any challenges or difficulties when we 
collaborate with artists from different cultures or with different languages?)
Tak:   그러니까, 제가 문장을 이해한 걸로는, 제 개인적인 경험으로 본다
면 보편적인 작업형태가 대부분 계약으로 맺어지는데요. 그 자체가 좀 바뀌
어야. 만약에 콜라보레이션을 한다고 그러면, 특히나 언어도 다르고 문화도 
다른 사람들이 작업을 같이 해야 한다면 접근자체가 달라야 한다고 생각을 
하는 거에요. 일반적으로 공연을 만드는 과정에서는 계약 관계에 있어서 갑
과 을로 나눠서 내가 인제 당신을 고용했으니까 넌 피고용인이고 그것에 대
해서 어떤 계약 체계로 프로세스가 이뤄지는데 그걸 넘어서지 않으면 언어나 
문화가 다른 상태에서 공동 작업을 한다는 건 굉장히 어렵다고 생각을 해요. 
그러기 위해서는 결국엔 그.. 리스펙트, 그러니까 믿어주고 융합할 수 있는 개
인적인 역량들이 좀 필요하지 않을까. 
KOREAN (Well… From my understanding of this question… From my personal 
experience, a project generally starts with a contract. I think that this should be 
changed. If people from different cultures and languages are to work together, we 
need a different approach. The common process of making a performance divides 
us into employers and employees. If we do not overcome the limits of this kind of 
relationship, I think collaboration becomes very hard. We need personal skills to 
trust each other and gain harmony, respect… An open mind.)
Robertson:  그러니까 소셜 스킬 같은게 필요하다는 건가요? 아니면은..  
KOREAN (You mean social skills are needed?)
Tak:   네네 그거와 더불어서 만약에 제안하고 받아들이는 데 있어서 어떤 
것을.. 
KOREAN (Yes, and in addition, if someone suggests and accepts something…)
Robertson:  열린 마음? 
KOREAN (An open mind?)
Tak:   어 열린 마음. 그리고 또하나는 뭐냐면 푸쉬하는 것이 아니라 융합
할 수 있는. 
KOREAN (Yes, an open mind. And then, no pushing, but harmony…)
Robertson:  말하자면 오픈마인드네요. 
KOREAN (So to speak, an open mind.)
Tak:   그쵸.  
KOREAN (Yes.)
Robertson:  상대방을 경청하고 반영도 할 수 있는 
KOREAN (To listen and accept each other’s opinions.)
Tak:   그렇죠. 
KOREAN (Yes.)
Robertson:  He reckons, normally, a project would start by contract like someone 
will be the boss, and someone will be actually employed, paid, and stuff like that. 
In this kind of project, the team is actually from different cultures and languages. 
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He reckons it should be actually beyond that kind of relationship. For example, 
this team would need some sort of trust and open mind, or social skill as well to 
actually listen and be patient to each other. Also, if someone has a different idea, if 
it was a boss-employee kind of a relationship, the boss would push his idea on the 
employee but in this kind of team circumstances, maybe people should be able to 
listen to each other and maybe reflect those new ideas on the project.
Neideck:  How long have you been working on the Deluge project?
Robertson:  Deluge에서 얼마나 오래 일을 하셨는지? 
KOREAN (How long have you been working on the Deluge project?)
Tak:   처음부터 함께 작업을 했는데요. 초연을 메트로 아트에서 했는데 그 
전에 익스체인지 프로그램으로서 ‘히든 랜드’를 한국에서 같이 공동창작을 
했고 호주로 넘어오면서 거기서 프로팅렌드팅 페스티벌에서 공연을 하게 되
면서 그것이 시초가 돼서 델루지가 처음 시작하게 된건데 그때부터 같이. 처
음부터 같이 했다고 봐야죠.  
KOREAN (From the beginning. The first performance was held in Metro Art and 
before that in an exchange program, Hidden Land, which was co-created in Korea. 
It came out to Australia, and was performed in Floating Land festival. That was 
the start of Deluge project. We were together from then. So I would say from the 
beginning.)
Robertson:  From the beginning, basically. The first performance was held in the 
Metro Art before as an exchange program. Hidden Land.
Neideck:  Hidden Land.
Robertson:  Yeah, am I right? Hidden Land, and then after that it was actually a part 
of this festival. Basically, from the draft, he would say.
Tak:   하나 아까전에 물어본 것 중에 이거 얘기하고 싶었는데.  
KOREAN (I wanted to say this in answer to the previous question.)
Neideck:  Okay. We’ll go back to the previous question. I’m sorry.
Tak:   No worries.
Neideck:  What do you think we can do to make the collaboration between cul-
tures or any of these difficult things easier?
Tak:   왜 제가 이걸 더 강조해서 이야기하고 싶었냐면 저 개인적으로 굉장
히 중요하다고 생각하거든요. 각 예술가의 역량이 뒷반침 돼야 되는 건 당연
하지만 그러한 역량을 충분히 끄집어 낼 수 있는 작업 환경이 가장 중요한 거 
같아요. 작업 환경을 만드는 거 자체가. 그러기 위해서는 결국은 각 개인이 자
신이 가진 편견을 넘어서서 차이를 인정하고 그들만의 관계를 통해서 그들만
의 문화를 만드는 그런 것이 가장 중요하지 않나. 
KOREAN (The reason why I wanted to emphasise this is because I think it is vital. 
Of course an individual artist’s skills are to be the basis, but the circumstances 
play a vital role in making good use of the skills. In order to form positive circum-
stances, each artist needs to overcome their prejudice and accept their differences, 
so as to build their own culture through their relationship.)
Robertson:  팀 컬쳐를 만드는게 중요하다는 거죠.  
KOREAN (It is important to build a team culture.)
Tak:   네, 팀 컬쳐. 
KOREAN (Yes, team culture.)
Robertson:  The reason why he wanted to repeat the question was… Personally, he 
thinks it is the most important. Of course, the individual ability, capability is very, 
very important but based on that, creating, encouraging this good atmosphere and 
team culture is very, very important which is like, get over that individual prejudice 
or fixed ideas and respect each other’s cultural differences or any other differences.
Neideck:  Because you have been working for a long time with our team and with 
other teams before, how do you think you are going in building our team culture?
Robertson:  팀하고 굉장히 오래 같이 일을 해 오셨는데 지금 팀 컬쳐를 만드는
데 있어서 본인께서 어떻게 하고 있다고 생각하시나요? 
KOREAN (You have been working with our team for a long time. how do you 
think you are going in building our team culture?)
Tak:   작업을 하는데 있어서 팀이 가족과도 같아야 한다고 생각해요. 그러
기 위해서는, 제 개인적인 생각이긴 하지만 가족 같은 분위기라던지 그런 공
동체를 만들기 위해서는 같이 먹고 꼭 같이 살아야 되는 게 아니라 추구하는 
예술관이, 꼭 같아야 하진 않지만, 공동 목표가, 바라보는 예술관이 서로가 맞
추는 것이 아니라 자기가 가고자 하는 것이 확실하다면, 그것이 맞아갈 수 있
는 프로젝트를 따로 만들면 되는 거지, 예를 들면, 프로젝트는 따로 만들되, 결
국은 같이 갈 수 있는… 
KOREAN (I think that a team has to be like a family. To achieve this, personally 
I do not think, that eating, living together, and having the same point of view on 
art is necessary. If we have a common goal, we do not have to correct anyone’s 
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thoughts, but we could make a new project with different ideas. i.e. a different 
project but eventually we could meet together…..)
Robertson:  궁극적으로 바라보는 방향이 같아야 한다는 말씀이신가요? 
KOREAN (The ultimate goal needs to be in everybody’s direction?)
Tak:  네 
KOREAN (Yes.)
Robertson:  그것을 팀내에서 조성을 하고 있다는 건가요? 그런 멤버를 셀렉트 
하는 게 아니라? 그런 분위기를, 있는 사람들 간에서 만든다는 건가요? 
KOREAN (You are not selecting a person who has the same idea, but you create 
that atmosphere inside your existing team?)
Tak:   셀렉트 개념은 만약 저희가  프로젝트를 냈는데 그것에 흥미가 있는 
사람이 있을수 있잖아요. 우리가 초이스 하는게 아니라, 그들이 초이스 할수 
있게 하는게 맞지 않을까, 
KOREAN (If we create a project, there will be someone interested. We do not 
select, they do.)
Robertson:  팀이 가족 같아야 한다고 하셨잖아요. 그건 있는 사람들을 데리고 
잘 한다는 의미인가요? 
KOREAN (You mean the team has to be a family. Do you mean you look after the 
existing team members?)
Tak:   아뇨. 그렇게 폐쇄적인 게 아니라, 좀더 확장되는, 받아들일 수 있는, 
열려 있되, 그들이 선택할 수 있는 환경이 조성되어야지, 우리가 이런 팀 컬쳐
를 갖고 있으니까 너는 해라 이런 거는…  
KOREAN (No, not a closed atmosphere, but an extending, accepting, and open 
atmosphere. We would not force our team culture upon others, but let them 
choose.)
Robertson:  지양하고, 팀 내에서 바라보는 방향이 같다는 걸 계속 확인 하는게 
팀 빌딩이라고 생각하시는 건가요 
KOREAN (And to constantly ensure that the team is looking in the same direction 
is the team building in your opinion?)
Tak:   네.  
KOREAN (Yes.)
Robertson:  He reckons, basically, a team should be like a family but it doesn’t 
mean they should have some sort of exclusive, closed kind of relationship and eat 
together, live together sort of thing. It doesn’t mean anything like that. In the team, 
he wants to reassure and keep just making sure everybody’s looking at the same 
directions. Like if you have a different idea, maybe you can just go out and then… 
I mean, not go out of the team but may create a different project. In the team, just 
making sure everyone is on the same page, basically, looking at the same direction. 
That’s more of the idea of team atmosphere by his opinion. Just to add, it’s not a 
closed relationship because if you have someone else out of the team who would 
think this project is really good and who wants to join, they can be always open to 
this person as well.
Neideck:  Thank you. When we talk about collaborating or making a team, what 
do you think your skill is? What kind of collaborative skills or social skills do you 
bring to our team?
Robertson:  Like contributions…
Neideck:  Yeah.
Robertson:  …in the team? Okay. 팀안에서의 역할, 그러니까 관계에 있어서 역할, 
기술, 처세라던가 그런 것에 있어서 어떤 타입이라 생각하시나요? 
KOREAN (What is your role, or what type of person do you think you are when it 
comes to dealing with relationships?)
Tak:   스스로 판단하건데? 
KOREAN (Self-judgement?)
Robertson:  네. 
KOREAN (Yes.)
Tak:   스스로 판단하는 건 자신 없지만 개인적으로 갖고 있는 가치관은 편
견이 많은 것들을 막는다고 해야 할까요, 그런 편견을 없애는게 가장 큰 역할
인 거 같은데, 그것을 없애기 위해서는 내가 하나의 어떤 걸 바라보더라도 다
른 시각으로 바라볼 수 있는 힘을 기르면 그들과 어떤 작업을 하더라도 이해
할 수 있는 폭이 넓어지지 않을까. 업사이드 다운 할 수 있는, 끊임 없는…. 
KOREAN (I am not confident in self-judging, but personally I think prejudice 
stops a lot of things, so my role is to remove it. To do so, I should foster an open 
mind that can see things in different ways, and that will enlarge my understanding 
of any project. Like constantly thinking upside-down….)    
Robertson:  그런 걸 팀에 제시하고 계신 건가요? 
KOREAN (That is what you are suggesting to the team?)
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Tak:   하고 있다고 생각하는데 그건.. 어떻게 받아들이고 있는지… 
KOREAN (I think I am, but as for how they are taking it….)
Robertson:  팀에서의 역할이 그런 것을 프로모트 하는 역할이다.  
KOREAN (So promoting that is your role in the team.)
Robertson:  He didn’t love to judge himself. Blow his own horn and stuff. He thinks 
a lot of things can be understood. Basically, prejudice and fixed ideas, good under-
standings of each other. Everyone has to come across of their borders and limited 
thoughts. He thinks he is encouraging and promoting those ideas like seeing things 
upside down. Just from different way out of the box.
Neideck:  What kind of creative skill do you think you’re bringing to the project?
Robertson:  예술적으로는 어떤 부분에서 공헌하고 계신지요? 
KOREAN (What kind of creative skills do you think you are bringing to the 
project?)
Tak:   제가 배워왔고, 해왔던 움직임들이 어렸을 때부터 한국 무술을 배웠
고, 고등학교 때 마임, 한국무용, 현대무용 발레 등 여러가지 움직임에 대한 공
부를 했고 그걸 통해서 작품들을 만들고 있는데 결국엔 그것이 이 프로젝트
를 통해서, 조금 확대하여 얘길 하면 움직임이 시적인 언어로 재탄생하는… 
그걸 하고 싶어하는 건지, 하고 있는 건지 자세히 모르겠지만…  
KOREAN (I have learnt Korean martial arts, and studied mime, Korean dancing, 
modern dancing, and ballet, in order to learn various moves. This has been the 
main theme of my work, and through this project, on a larger scale, movement is 
reborn in poetical words…. I’m not sure if I am doing it, or trying to do it….)
Robertson:  움직임으로 시적인 언어를 만든다. 
KOREAN (Turning movements to poetic words.)
Tak:   네. 
KOREAN (Yes.)
Robertson:  He’s not sure, if he’s actually doing it or he’s just aiming for it but he 
thinks his purpose of the team is he is contributing by his skills he gained from 
his early days. For example, Korean martial art, mime, ballet, modern dance, and 
just using all these different movements. Basically, he wants to transform words to 
something poetic movement. He wants to raise that level.
Neideck:  I realize, the next two questions, I’ve already asked you before in a previ-
ous interview so we can move on to talk about metaphor. Are you able to describe 
the way that you understand metaphor and if you want to move on to talking about 
how that is helpful for you as an artist as well, a performer, and also a performance 
maker?
Robertson:  메타포에 대해서 어떻게 이해하고 계신지 그것이 퍼포먼스를 하시
든데 있어서 도움이 되시는지, 아니면 어떻게 사용하고 계신지. 
KOREAN (What is your understanding of metaphors. Does it help when you 
perform, or how you use it?)
Tak:   메타포라는 것 자체가 굉장히 큰 의미라서, 사전적으로는 의미와 비
유라고 할 수 있지만, 그것을 제가 하나로 풀이해서 말할수 있는 부분은 아니
고, 제 능력을 넘어선 부분인 것 같은데, 퍼포먼스를 만들 때, 어떻게 그것을 
포함하는가에 따라서 작품이 달라지는 것 같아요. 작품의 전면에 드러낼 수
도 있고, 후면에, 어떤 식으로 그걸 쓰느냐에 따라서 작품이 좋아질 수 있을 거
라고 생각하거든요. 만드는 거에 있어선. 그런데 퍼포머로서 내가 그걸 사용
한다면, 작품마다 다르겠지만, 도움을 주기도 할 것이고 혼란을 가중시킬 수
도 있을 거란 생각이 들어요. 
KOREAN (A metaphor implies a big concept, even though the dictionary would 
define it as meaning and metaphor, but explaining it is beyond my ability. But 
when I create a performance, how you put it makes a difference. Whether it is in 
the front, or in the back, it could make the work good or bad. But if I use it as a 
performer, it could either help or confuse the audience.)
Robertson:  왜요? 메타포가 불특정하니까요? 
KOREAN (Why? Is it because metaphors are abstract?)
Tak:   아뇨. 메타포를 정할 수도 있고, 한 단어로 압축해서 정했어요. 퍼포
먼스로 만약에 표현하기 위해서 내가 어떤 움직임을 했을 때 내가 표현하는 
데 있어서 그 메타포가 어떻게 작용되느냐는 작품마다 다르다는 거죠. 
KOREAN (No, we can fix it. Say we did it as one word, but, if I make a movement 
in order to express it, how the metaphor works is different depending on the 
performance.)
Robertson:  그러니까, 이렇게 픽스된 메타포가 있는데 그것을 표현하는 것은 작
품마다 다르다. 왜일까요? 
KOREAN (So… a fixed metaphor can be expressed differently. How?)
Tak:   장르마다, 연출 성향마다, 연기자들마다, 그것을 대하는, 자기의 개
인적 어프로치가 다를 수 있기 때문에 그것이 이루고자 하는 작품에 혼선이 
된다면 오히려 그 메타포가 전체의 프레임 안에는 있지만 굳이 내가 그걸 설
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명하려고 하거나 다 표현하려고 하는 건 오히려 방해가 될 수 있다 생각하는 
거죠. 
KOREAN (Depending on the genre and directing taste, actors could have a differ-
ent approach to each. If it confuses the whole work by my effort to explain it all, it 
could conflict the whole frame.)
Robertson:  정리하자면, 메타포에 대해서 어떻게 표현하는가는 작품, 장르, 연
출, 개인마다 다를 수도 있는데 개인적으로 너무 해석을 하려다보면 보는 사
람에게 혼란을 줄 수 있다. 연출자로서는 전면에 내세우느냐, 후면에 내세우
는가에 따라 작품이 달라지고 좋아질 수도, 나빠질 수도 있다. 
KOREAN (To summarise, how to express a metaphor would be different depend-
ing on the genre, direction, and actors, so if you put it on too much as an actor, it 
could conflict the work and confuse the audience. As a director, where you put it, 
front or back, could make the performance work better or worse.)
Robertson:  Did you understand?
Neideck:  No.
Robertson:  As a director, it is a very, very huge term like maybe beyond his ability to 
explain, but he would say, as a director, how you are going to express it, how do you 
want to show it can make a huge difference even though it is the same metaphor. If 
you want to make it really obvious or if you wanna make it very subtle, depending 
on how you want to show it, the whole project can look very different. So that’s his 
opinion about metaphor as a director. As a performer, metaphor could be good or 
bad. Minding metaphor as performing could be good or bad because it could be 
different. Metaphor could be shown different depending on the genre or the direc-
tor’s intention, or, individual performers, how they would approach the metaphor. 
If you have a very clear definition of the metaphor, it could be good or bad because 
these different individual performers could think of this metaphor this way or that 
way and that could actually sometimes confuse the audience. It could be good or 
bad, must [inaudible] I suppose. That’s his opinion as a performer. Yeah, I think 
that answered all the questions.
Neideck:  Yeah. Great. Thank you. Do you have anything else to say about 
metaphor?
Robertson:  메타포에 대해서 더 말씀하실 게 있는지요? 
KOREAN (Do you have anything else to say about metaphor?)
Robertson: Of course he do but not now.
Tak:  Too many.
Neideck:  Too many. You’d write a book.
Robertson:  Yeah. Metaphor.
Neideck:  What is the thing that most excites you about this project?
Robertson:  이 프로젝트에 있어서 가장 기대하시는 건? 
KOREAN (What is the thing that most excites you about this project?)
Tak:   크게 두가지가 있는데요, 한가지는 한국 관객과 호주 관객이 어떤 
반응을 보이는가, 그것이 다를 수도 있고 다를 수도 있을텐데, 그것에 대한 기
대가 있고요. 또 한 가지는 우리가 표현하고자 한 모든 것들이, 굉장히 많은 것
들을 해왔는데 그 모든 것들이 어떻게 조화를 이루어서 공연이 될까?  
KOREAN (Two things, basically. One is how Korean and Australian audiences will 
respond. Will it be different, or the same. The other is, all the things we wanted to 
express, we have done so much so far, but how will all these be harmonised and 
performed?)
Robertson:  여태까지의 퍼포먼스요, 아니면 이 프로젝트를 위해서…? 
KOREAN (You mean for the performance so far, or project?)
Tak:   이 공연이요. 
KOREAN (This performance.)
Robertson:  Two things, basically. One is about the audience response. We are going 
to perform both in Australia and Korea and different audience. How they react, 
that would be the first thing. The second one is you’ve done so much, like you’ve 
prepared so much so far. And then if you can involve everything or how it will turn 
out eventually, that would be the second one.
Neideck:  Great. What is your greatest concern going into this stage of the project?
Robertson:  지금 이 단계로 들어감에 있어서 가장 큰 걱정? 우려되는 점이 있다
면? 
KOREAN (What is your greatest concern going into this stage of the project?)
Tak:   우려보단 기대하고 있는 게 있는데 처음 저희가 시작할 때부터 지금
까지 어떻게 바뀌어 나가고 있는지 과정에 대한 그것도 지금 이 단계에서 필
요로 하는 것 같고요. 지금 연기자들이 고정됐다기 보다는 같이 하는 작업을 
하는 사람이 있고, 바뀐 사람도 있는데, 그들이 어떻게, 참여했던 사람들이 빠
져서 관객으로 봤을 때 그들이 어떻게 느끼는지 궁금하기도 하고요. 그리고 
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지금 제가 이 시점에서 제 스스로나 우리 공연 만드는 일, 팀원들이 같이 얘기
하고 싶고 앞으로 더 보고 싶은 것들이 뭐냐면 현재 우리가 다가가야 할 현실, 
호주이건, 한국이건, 세계 어디든 그것이 지금 우리가 하고 있는 과정 안에 정
확하게 반영이 되고 있는가. 반영하기 위해선 어떻게 하는 것이 좋은가. 
KOREAN (I am actually looking forward to this, rather than being worried about 
it; from when we first started until now, how we have been changing, the process, 
needs to be reviewed right now at this stage. Now our actors have been changed. 
When they became the audience, I wonder how they would feel. And now at this 
stage, what the team and I want to talk about and see more when we create the 
performance is whether our reality, Australia or Korea, or anywhere in the world, is 
reflected in our process, or if not how can we achieve this?) 
Robertson:  그러니까 이게 다 이 프로젝트 안에 있는거죠? 제가 정리해보자면 
우려보단 기대가 있으신데, 지금까지 이 프로젝트가 계속 바뀌어 왔고, 그게 
다 필요한 변화였고, 그 바뀌는 과정이 다 잘 바뀌어 왔다 생각하시고, 지금 버
전을 봤을 때 바뀐 스텝이 어떻게 생각하는가가 궁금하시고, 앞으로 변화에 
있어서는 한국이든 호주든 세계의 어떤 변화,  현실을 좀 더 반영하는 방향으
로 흘러가고 싶다는 기대가 있으시다는 거죠? 
KOREAN (So it is about this project? Let me summarise, you have expectations 
rather than concerns. So far this project has been changed, and these changes were 
necessary. You are happy with the process of the changes, but you wonder what the 
previous staff would think when they see this new version. And in the future, you 
expect to reflect more of the reality or changes of the world, whether it’s Korea or 
Australia?)
Tak:   맞습니다 
KOREAN (Yes)
Robertson:  This project has been evolved so much. All changes have been very 
necessary, he thinks. There have been some changes in staff as well. Some stayed 
and some moved on. Then, he wonders how the previous crew would see the 
version now, this version, as an audience. In the future, this project will evolve even 
more and then he would love to reflect on the reality now, like what’s going on in 
the world; Korea, Australia, or the world. These will be the future changes of the 
Deluge project. He’s actually not concerned. He actually is looking forward to those 
changes as well.
Neideck:  Great. The last thing is do you have any questions about the interview?
Robertson:  인터뷰에 대해서 질문 있으신가요? 
KOREAN (Do you have any questions about the interview)
Tak:   인터뷰에대한 질문은 없고요 
KOREAN (Nothing about the interview.)
Neideck:  Or about the project…
Tak:   Huh?
Neideck:  Sorry. Keep going.
Robertson:  About the project. 프로젝트에 대한 질문인지. 
KOREAN (Do you have any questions about the project?) 
Neideck:  I’m sorry. I’ve missed the question.
Robertson:  먼저 프로젝트에 대한 질문 있으신지? 
KOREAN (Do you have any questions about the project?) 
Tak:   이 질문이 디렉터에게 하는 건지, 리서치 하는 제레미한테 하는 건 
아니고요.  
KOREAN (This is a question to the director and not to the researcher.)
Robertson:  Sorry. I was talking to you in Korean. You look Korean, that’s why.
Neideck:  That’s okay.
Robertson:  Yeah. Is it to Jeremy as a director or Jeremy as a researcher?
Neideck:  Why? 
Robertson:  Director, I suppose.
Neideck:  I guess two questions. Do you have any questions for me as a director? 
Also, do you have any questions for me as a researcher?
Robertson:  양쪽 다. 
KOREAN (Both.)
Tak:   디렉터로, 어떻게 생각하고 있는지 궁금한거에요, 연출자로서 대홍
수를 공연하는데 있어서 이것이 현실과 동떨어져서 우리만의 이야기를 한 것
이 아니라 관객과 같이 고민하고자 하는 것이 아니라 그들에게 현실을 바라
볼수 있는, 그런 것을 연출가로서 전략을 갖고 있는지. 
KOREAN (As a director, I wonder what he thinks. When we perform Deluge, not 
to make this performance about us, or about us thinking with the audience, but 
about letting them see the reality, does he have any strategy as a director? 
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Robertson:  정리하면 이 공연을 통해 관객들이 현실을 느끼게 해주기 위해서 연
출가로서 어떤 전략을 가지고 있는지? 
KOREAN (To rephrase, what strategy does he have as a director to make the audi-
ence feel the reality through this performance?)
Tak:   네. 
KOREAN (Yes.)
Robertson:  What’s your strategy as a director, the question, to basically make the 
audience think about the reality, here and now basically from this Deluge project?
Neideck:  What is my strategy?
Tak:   네. 그걸 저한테 답할 이유는 없어요. 
KOREAN (No commitment to answer it to me.)
Robertson:  There’s no commitment to answer now, but do you have strategy, or what 
is it?
Neideck:  Until now, my strategy has been to reflect on the performances that we 
have made and try to make a strong performance plan. That is until now. I think 
some clues about how the audience will respond are in the way that the perfor-
mance respond in rehearsal. So going forward from now until performance, trying 
to understand how the performers respond to my plan and seeing if that will help 
me understand how the audience will respond.
Robertson:  Okay. Right.
Neideck:  Yeah.
Robertson:  퍼포먼스 플랜을 일단 확실하게 만들어서, 본인의 생각에는 공연자
들이 퍼포먼스 플랜을 보고 반응하는 것이 어느정도 관객 반응이랑 일치할 
거라고 생각하기 때문에 퍼포먼스 플랜을 통해서 공연자의 반응을 보고 그것
을 통해서 관객들하고도 소통을 하는 것이 현재의 전략이라고 하네요. 
KOREAN (The performance plan is the key to start with. In his opinion, the 
performers’ response to the plan will more or less tell him how the audience will 
respond. His strategy now is to see the performers’ response and use that to com-
municate with the audience.)
Neideck:  Because I know my performers are much smarter than I am. Hopefully, 
we make a conversation about how.
Robertson:  So you can change and develop more?
Neideck:  Mm-hmm.
Robertson:  왜냐하면 공연하는 분들이 자신보다 더 똑똑하시기 때문에 그분들
의 피드백을 받으시면 그걸 가지고 더 디벨롭을 할 수 있기 때문에.  
KOREAN (Because the performers are smarter than he is. He can develop more 
from their feedback.)  
Tak:   Mm-hmm.
Robertson:  As a researcher, maybe. 리서쳐로서의 질문은 없으신가요?  
KOREAN (No questions to the researcher?)
Tak:   No.
Robertson:  No questions?
Tak:   Enough.
Neideck:  Enough. Thank you.
Robertson:  To the interview?
Neideck:  Yes. Thank you.
Robertson:  Questions about the interview?
Neideck:  Yeah. Do you have any questions about the interview?
Robertson:  No.
Neideck:  Okay. Thank you.
[END]
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Deluge Cycle 5 Entry Interview - Kwon Youngho
Date: 21 August 2014
Time: 11.28am
Location:  Brisbane
Interviewee: Kwon Youngho (Participant A3)
Interviewer: Jeremy Neideck
Interpreter: Hyeri Robertson
Neideck: So it’s 11:28 on August 21 and this is principal researcher Jeremy Neideck 
conducting an entry interview with participant A3 Youngho Kwon and Hyeri 
Robertson as translator. So firstly could you let me know your role on the Deluge 
Project.
Robertson: 델루지 프로젝트에서 맡으신 역할이 어떻게 되시죠?
 KOREAN (What is your role in Deluge Project?)
Kwon: 저는 공연자. 그런데 이름이 잘못돼 있어요. 곽영호가 아니라 권영
호, K-W-O-N 
 KOREAN (I am a performer, but my name is written wrong. Its not Kwak 
Youngho, but Kwon Yongho. K-W-O-N)
Robertson: O,N, he is a performer. Do you want me to translate it to you?
Neideck: Yeah.
Robertson: Of course. It’s the purple one being changed.
Neideck: Yeah. Yes I got the name wrong. I don’t know why it says that. So is this 
your first time in Australia?
Robertson: 호주에 처음 오신건가요?
 KOREAN (Is this your first time in Australia?)
Kwon: 네.
 KOREAN (Yes)
Robertson: It’s first time.
Neideck: How familiar would you say that you are with Australian culture? 
Robertson: 호주의 문화에 대해서 좀 알고 계신가요? 친밀하게 알고 계신 것이 
있으신가요?
 KOREAN (Do you know anything about Australian culture? Is there anything 
familiar?)
Kwon: 전혀 몰라요. 전혀 몰라서 오기 전에 조금 리서치 해봤어요. 그렇지
만 문자로 돼 있기 때문에, 역사나, 이런 것들. 아직까지 문화에 대해서 안다고 
말할 수 없을 거 같아요. 
 KOREAN (Not at all. So I did a little research before I came. But they were just 
written words, like history, I wouldn’t be able to say I know about the culture.)
Robertson: He had no idea before so he did a little bit of research and everything 
was written in text, like, history and stuff so he wouldn’t really say he knows about 
culture just hint. 
Neideck: Is this the first time you’ve collaborated with Australian artist? 
Robertson: 호주 예술가들과 협업 하시는게 이번이 처음인가요?
 KOREAN (Is this the first time you’ve collaborated with an Australian artist?)
Kwon: 네.
 KOREAN (Yes.)
Robertson: Yes, that’s right.
Neideck: Do you have any experience collaborating with artists from other cul-
tures that not Korean?
Robertson: 한국인이 아닌 다른 아티스트들과 협업하신 적이 있으신지.
 KOREAN (Do you have any experience collaborating with artists from other cul-
tures that are not Korean?)
Kwon: Czech. Many European and the Japanese.
Robertson: Yeah Europe, Ah, I am talking in Korean to you. Hehehe!
Kwon: Hehehe!
Neideck: I continue. Do you anticipate there will be any challenges or difficulties 
during our process of collaborating between different cultures or languages?
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Robertson: 협업에 있어서 말도 다르고 문화가 다른데 어려우신 점이 있으셨나
요?
 KOREAN (Were there any challenges or difficulties during the process of collabo-
ration between different cultures and languages?)
Kwon: 어려운 것보다는 더 재미있는게 더 많았던 거 같아요. 문화가 다르
다, 언어가 다르다 그것도, 상관있겠는데, 그것보다도 저는 인간은 다 다르다 
생각하거든요. 똑같은 말, 똑같은 문화를 갖고 있는 사람들과 작업하면서 어
려웠던 적이 더 많았던 것 같아요.
 KOREAN (There was more fun than difficulties. Cultural or language differences 
could be the reason, but I’d say people are all different. I think that there were more 
difficult times when I worked with people from the same language or the same 
culture.)
Robertson: So he found it quiet comfortable because you know he found it actu-
ally interesting to have different culture and like different people you know like 
working with those different people whereas even though they are using the same 
language actually you know sometimes you find more like conflict between you. 
Have to have the same idea to perform together. 
Neideck: Good. What have you found good strategies or techniques for so you 
talked about communicating ideas like what are good strategies or techniques that 
you have found for working across cultures?
Robertson: 말이 다른데 어떻게 커뮤니케이션을 하시는지.
 KOREAN (How do you communicate when you have different languages?)
Kwon: 인내심이라고 생각하는데요. 말이 달라서 통역자가 필요한 작업을 
할 때 시간이, 같은 말을 사용하는 사람들끼리 하는 것보다 두배가 걸릴 거라
고 생각하는데, 하다 보니까 두 배가 아니라 세 배 또는 네 배가 걸리더라고요. 
그럴 때 시간이 아깝다고 생각하지 않고 필요한 과정이다 라고 생각하고 인
내심을 가지고 좀 더 열린 마음으로 하는 게 좋을 거 같아요.
 KOREAN (Patience is the key, I think. When we do work that needs a translator, 
you would think it would take twice the amount of time, but actually, it takes three 
or four times. I think we should maintain our patience and open-minded attitude. 
We must view it as required, not a waste of time.)
Robertson: So sometimes you really need a translator to have the correct informa-
tion come through but then you basically need a lot of patience. He would imagine 
you might need twice of the time when you have a translator but actually takes 
three times or four times of the time you would take with the same language users, 
it can be frustrating but, don’t be frustrated and just have patience, it would be the 
best way.
Neideck: So we move on to talk about our project. So what do you know about the 
creative goals for the Deluge Project?
Robertson: 대홍수 프로젝트로 넘어가서요, 대홍수 프로젝트의 목표가 뭐라고 
생각하시나요?
 KOREAN (Moving on to Deluge project, what do you think the aim of the Deluge 
project is?)
Kwon: 잘몰라요.
 KOREAN (I don’t know.)
Robertson: He doesn’t know just yet.
Neideck: Okay. Good answer. What creative skills do you think you bring to our 
project and to our team?
Robertson: 대홍수 팀에 어떤 스킬을 제공하시나요?
 KOREAN (What skills do you provide for the team?)
Kwon: 아마도 제가 이 팀에서 저를 추천받아서 같이 합류하게 된 이유가 
제가 무용적인 것과 연기적인 것, 두 가지 다에 경험이 있기 때문일 거라고 저
는 생각하고 있어요.
 KOREAN (I guess I was recommended to join the team because I have experience 
in both dance and acting.)
Robertson: He assume, because he was recommended by other team member, so 
he would assume his experience in both fields the dancing and acting, both field 
experience may be the reason why he was recommended.
Neideck: Great. What collaborative skills or social skills or communication skills 
do you think you bring to the process so another way to explain, what kind of 
collaborator do you think that you are inside a creative team?
Robertson: Okay. 팀 안에서 여러가지 소셜 스킬을 사용하게 되는데, 어떤 식으
로 커뮤니케이션하는 타입라고 생각하시나요?     
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 KOREAN (One would use different kinds of social skills in the team. What type of 
communicator in the team are you?)
Kwon: 제가 스스로 말하긴 그런데, 제 생각에는… 그 때 그 때 달라요. 어떤 
작업에서 저는 쌈닭이 될 때도 있고, 어떤 작업에서 굉장히 수동적이면서 지
켜보고 따라갈 때도 있고… 어떤 처세술을 사용하게 될까요?
 KOREAN (It is a little awkward to talk about myself, but I think… it varies. 
Sometimes, I become a fighter, and other times, I become a passive, observant 
follower…. What type would I become this time?)
Robertson: He doesn’t know. According to what he thinks at that time. So sometimes 
he can be quite passive, like I’ll just follow the team leader or the team generally, 
sometimes he can be a real fighter so he actually wonders what type of team mem-
ber he would be in the process.
Neideck: Yeah great. How comfortable are you with using movement as an expres-
sive tool in performance and so I’m talking about communicating with complex or 
abstract ideas with the body.
Robertson: 표현의 수단으로 움직임을 사용하시게 될 텐데 간단한 부분이 아니
라 복잡한 생각이라던가, 철학적 아이디어를 표현하시게 되잖아요? 그런 거
에 대해 어떻게 생각하시나요?
 KOREAN (You are going to use moves as a tool of expressing ideas, but the ideas 
would not be simple, but complicated or philosophical. What are your thoughts on 
that?)
Kwon: 제가 다음 질문도 알고 있어서 그 다음 질문이랑 같이 연결해서.. 랭
귀지에 대한 것이라서. 저는 말을 사용하는 것보다 몸을 사용하는게 훨씬 더 
편해요. 
 KOREAN (I know the next question, so my answer is in relation to that as well… 
as the question is about language. I feel more comfortable when I use my body 
than language.)
Robertson: He actually finds more comfortable to express his ideas by moving more 
than words actually so I actually asked him like for example, if you are hungry, it 
can be like that, but it is more abstract kind of ideas, couldn’t it be a bit harder, but 
he said no. It’s easier.
Neideck: Yeah, yeah. Okay. 
Robertson: That way.
Neideck: In a similar way how comfortable are you using your voice and I don’t 
mean so much texts or words but using the voice expressively?
Robertson: 목소리를 사용하시는데 있어서 편안하게 생각하시는지. 말이 아니
라, 표현하는 방법의 발성이라던지, 소리.
 KOREAN (Do you feel comfortable in using your voice? Not language, but expres-
sive vocalisation, or sound.)
Kwon: 몸이 제일 편하고요. 그 다음이 소리가 될 수 있겠고, 그 다음이 텍스
트인 거 같아요. 저한테 텍스트가 가장 어려워요.
 KOREAN (Body is the most comfortable for me. Next sound, and then, text. Text 
is the hardest for me.)
Robertson: If he has to make an order, he finds the most comfortable when he uses 
movement and then sound and then text.
Neideck: Okay. Yeah. Right. Are you able to describe the way that you understand 
the word metaphor? And I know we are working the conversation across lan-
guages, but how you understand the concept of metaphor?
Robertson: 메타포, 은유의 컨셉에 대해, 퍼폼을 하실 때 은유적인 표현기법에 
대해 어떻게 생각하시는지. 그런 것을 염두에 두시고 퍼폼을 하시는지.
 KOREAN (Regarding the concept of metaphor [met’ap’o], ŭnyu. What are your 
thoughts on metaphorical [ŭnyuchŏkin] expression techniques? Do you consider 
them when you perform?)
Kwon: 제가 아는 메타포는 만약에, 어떤 음식이 있다면, 그 음식을 보면 과
거 속의 어떤 것으로 그게 자연스럽게 회상이 되거든요. 그 순간. 동태 찌개라
는 음식을 보면 항상 아버지와 경험했었던 어렸을 때의 어떤 순간으로 되돌
아가게 되요. 그래서 이 동태 찌개는 저한테 이것에 대한 메타포거든요. 
 KOREAN (What I think metaphor [met’ap’o] is, for example, if there is a certain 
food that takes me back to a moment in the past as I saw it. If I see tongt’ae tchikae 
(pollock soup), I go back to the certain moment I had it with my father. So tongt’ae 
tchikae is the metaphor [met’ap’o] of this memory.)
Robertson: 퍼폼하실 때 메타포에 대해 생각하시는게 도움이 되시나요?
 KOREAN (Does it help to think of metaphors [met’ap’o]when you perform?)
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Kwon: 공연할 때 감정을 가져오는 방법으로써 메타포를 내 과거속의 어떤 
기억들을 가져오는 방법으로 (메타포를) 쓰곤 하는데 저는 그렇게 선호하는 
방법이 아니에요. 제 기억속의 슬픈 기억이나 그런 것들을 생각하면서 하진 
않아요. 다른 방법. 의도를 더 많이 생각하는 편이에요. 상황 하에서의 내 감정
보다 이모션보다 인텐션을 더 생각하는 편….
 KOREAN (Some would use metaphor [met’ap’o] in order to bring emotions of their 
memories to the performance, but I do not prefer that technique. I do not think of 
the emotions from my memories. I would think more of intention. Intention rather 
than emotion under a certain situation…)
Robertson:  연출자의 의도요?
 KOREAN (Director’s intention?)
Kwon: 이 역할이 상대방에게 무엇을 원하고 있는가. 내가 원하는 것이 무
엇인가. 내가 뭘 느끼고 있는가 보다 내가 무엇을 상대방에게 이끌어 내려고 
하는가. 
 KOREAN (What does this role want from the other. What I want. Rather than 
what I feel, what I want from the other.)
Robertson: 상대 배우인가요?
 KOREAN (You mean, the other actor?)
Kwon: 네. 그걸 인텐션이라고 해요.
 KOREAN (Yes. That’s “intention”.)
Robertson: Just to clarify the word, metaphor because we do use that word in Korean 
as well, what he thinks of metaphor is for example if you think of this particular 
food, for example, tongt’ae tchikae, this soup, it always reminds him of his dad and 
this particular memory. That means this tongt’ae tchikae is his dad’s metaphor. So 
that’s his definition of metaphor. 
Neideck: Uh-huh.
Robertson: I think it’s pretty close to English one. That’s my opinion, sorry, and that 
secondly, he wouldn’t use his own like experience to bring the emotions to his role
Neideck: Uh-huh.
Robertson: The circumstances in the play or like performance, he would prefer 
to think of how he lead the reactions from his opponent like his fellow actors or 
actresses.
Neideck: Uh-huh.
Robertson: Does it make sense?
Neideck: Yeah, yeah right. Thank you. Okay. So we’ll move on now. So what is the 
thing that most excites you or interests you about this project if there’s something? 
Hahaha!
Robertson: Hahaha! 이 프로젝트에서 가장 기대를 하는게 있다면 무엇일까요? 
 KOREAN (What do you look forward to the most in this project?)
Kwon: 모든 새로운 작업은 다 흥미롭고 모든 새로운 사람을 만날 때 기본
적으로 갖는 흥분감이 있어요. 만약에 새로운 작업을 들어갈 때 그런게 없다
면 작업할 이유가 없겠죠. 아직 이 작업에 대해서 잘 몰라요.
 KOREAN (Every new project is interesting and meeting new people basically 
excites me. If I don’t have anything like that when I start a new project, there would 
be no reason to do it. I do not know about this project yet, though.)  
Robertson: He does have all these excitements and expectations to this new project 
and new people he is going to meet.
Neideck: Uh-huh.
Robertson: Of course he do have all those feelings you know excitements before any 
new projects but he hasn’t actually met many of the team members or haven’t been 
actually informed that much, so he will see how he feels about it exactly maybe in 
the future.
Neideck: Right. What would be your greatest concern about going into this 
project?
Robertson: 이 프로젝트 참여하심에 있어 가장 걱정되는 게 있다면 어떤걸까요?
 KOREAN (What would be your greatest concern about going into this project?)
Kwon: 제 몸 관리. 그리고 음식이 굉장히 저는 중요하거든요. 그리고 물이 
바뀌면 처음 10일 정도는 몸관리 잘 못하면 아프는 수도 있고. 몸관리 제대로 
안하면 호기심이 없어지고, 새로운 것을 새롭게 느끼지 못하는 그런 것들이 
가장… 다른 파트너들에 대한 것보다 제가 제일 걱정이죠.
 KOREAN (Looking after my body. And food is very important to me too. New 
terrain could make me sick if I do not take particular care for about ten days after 
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the change. If I get sick, my curiosity would be gone, and new things would not feel 
fresh…. So I am worried about myself even more than my partners.)
Robertson: Over all the concerns about the partners or team members, he is actu-
ally more worried about himself because it is like a new terrain basically, changed 
weather or temperature, food, that sort of things, could damage normal conditions.
Neideck: Uh-huh.
Robertson: So if his conditions becomes like worse or bad that will affect his emo-
tions or curiosity or that kind of psychic.
Neideck: Yeah,yeah.
Robertson: Psychological conditions. Basically that’s what he is worried about the 
most at the moment.
Neideck: Okay. Is there anything that I or we can do to help that concern?
Robertson: 그것에 대해서 도와드릴 게 있을까요? 한국 음식을 매일 해 드린다
거나?
 KOREAN (Is there anything that Jeremy or anyone can do to help that concern? 
Perhaps if someone cooks Korean food for you every day?)
Kwon: 아마 영희 누나가 좀  도와줄 수 있을 것 같아요.
 KOREAN (Maybe Younghee can help.)
Robertson: Yeah so maybe food, maybe Younghee could help him with cooking 
maybe.
Kwon: 요리하는 거 좋아해서 내가 시간나는데로 한국음식 사다가 요리해
서 먹고.
 KOREAN (I like cooking, so I will cook for myself whenever I have the time.) 
Robertson: He can cook himself, so he might buy and cook himself.
Neideck: Great. Well I know Dave will take you shopping tomorrow to Korean 
supermarkets.
Kwon: Ah yeah.
Robertson: Which one? Hehehe!
Kwon: Which one is the best? Best supermarket.
Neideck: What do you think is the best?
Robertson: Well it depends ‘cause I’m a professional housewife.
Neideck: Hahaha! 
Kwon: Yeah.
Robertson: Really depends, but the most of the things like simple things you can get 
from the city.
Neideck: Yeah.
Robertson: If you go a little bit farther you can go to Sunnybank. 
Neideck: Yeah.
Robertson: Then when you comes to different vegies and meat,
Neideck: Yeah.
Robertson: everybody recommends, I haven’t been there because it is too far from 
my house, but like everybody recommends me, Inala.
Neideck: Oh, Inala.
Robertson: Inala market ’cause you know sometimes it’s very hard to get particular 
vegetables like a moo or.
Neideck: Yes, yeah.
Robertson: Like mu or,
Neideck: Kaetnip
Robertson: Kaetnip, we can find it in anywhere.
Neideck: You can find it.
Robertson: Any supermarket Korea supermarket. Something like moo or something 
like yŏlmu even.
Neideck: Uh-huh.
Kwon: Hahaha!
Robertson: Yŏlmu is very hard to find sometimes, or particular fruits, everything is 
in Inala by sound of it, and very cheap.
Neideck: We usually go to the supermarket in Wooloongabba.
Robertson: Ahh.
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Neideck: Just because it’s easy to drive in the city it’s hard to park. The one is there 
two.
Robertson: Diana Hotel one.
Neideck: Yeah, Diana Hotel.
Robertson: There is a new one in Gabba center.
Neideck: Is there?
Robertson: Uh, Gabba Central, right?
Neideck:  Ok. I’ll have to.
Robertson: That’s actually better.
Neideck: I have to investigate.
Robertson: Uh-huh.
Neideck: Uhm.
Robertson: Sorry to interrupt.
Neideck: No, good.  The final question I guess, Is there anything that you would 
like to know now about the project before we start?
Robertson: 시작하기 전에 혹시 알고 싶은 것이 있으신지. 이 프로젝트에 대해
서.
 KOREAN (Is there anything that you would like to know now about the project 
before we start?)
Kwon: 사실 알고 싶은 건 너무 많은데 지금 다 알 수 없을 것 같고, 그리고 
조급함이지, 시작하게 되면 하나씩 다 알게 될 것 같아요. 
 KOREAN (There is so much I want to know, but I don’t think I can now. I would  
just be being impatient; I think I will learn once we start.)
Robertson: There is so many he wants to know but he’ll take it slow. Once he steps 
in, maybe he will find out himself.
Neideck: Great and finally do you have any questions about our interview today?
Robertson: 오늘 인터뷰 한거에 대해서 질문 있으신지요?
 KOREAN (Do you have any questions about our interview today?)
Kwon: 우리가 하려고 하는 작업하고 제레미가 공부하고 있는 거 하고 연계
해서 하는 거 같은데 제레미가 Ph.D하는 것의 주제가 뭔지 궁금해요. 
 KOREAN (I guess about our project and what Jeremy is studying, and I wonder 
what the theme of Jeremy’s Ph.D is.)
Robertson: He would assume that this Deluge project and what you are studying 
is somehow related to your Phd. So he is wondering what exactly the theme is, 
basically what is this used for, maybe?
Neideck: Yeah, yeah. My Ph.D started maybe four years ago but the topic is how to 
combine, the original topic, how to combine pansori and buto.
Kwon: Ah yeah.
Neideck: That was my original interest.
Kwon: Ah.
Neideck: But when we try to combine these things, many things happened. We 
found like many things about my team, about Korean culture, Australian culture.
Robertson: Uh.
Neideck: So because first it was master’s study so now it’s Ph.D. 
Kwon: Ah.
Neideck: So I can write about our team. How we collaborate. What we find inter-
esting. Yeah, that kind of thing.
Kwon: 마스터에서 주제로 잡았던 걸 Ph.D 에서도 같은 주제로 가고 있는 
거죠.
 KOREAN (So the subject of his Masters continues on in his Ph.D.)
Neideck: So the performance, I can submit the performance as a part of my Phd.
Kwon: Uh, Yeah.
Neideck: Maybe half and then also write about the project as the other half.
Kwon: Yeah.
Robertson: Uh.
Neideck: So the interview is helpful so I understand my team.
Robertson: Uh.
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Kwon: 이번 델루지에서도 부토의 움직임이라던지 그런 것들을 가지고 오
는 건가요?
 KOREAN (So do you bring the movements and components from buto to 
Deluge?)
Robertson: So do you actually bring the movements and components from buto to 
Deluge?
Neideck: Some, like maybe like a fusion. We started just buto and just pansori but 
through many, so this is our fifth time through many cycles.
Kwon: Uh-huh.
Neideck: Found… it’s hard to explain.
Kwon: Hahaha! Yeah.
Neideck: But sort of answers yes some, we will do some.
Kwon: Okay.
Robertson: Uh.
Neideck: But also each team member has a different skill, so we use each team 
member’s skill.
Kwon: Yeah.
Robertson: So it really depends on the team members.
Neideck: Yeah. Thank you very much.
Kwon: You’re welcome. Thank you.
[END]
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Interviewee: Kat Cornwell (Participant A4)
Interviewer: Jeremy Neideck
Neideck:  It’s 5:03 on Sunday the 24th of August and this is principal researcher 
Jeremy Neideck conducting an entry interview with participant A4, Kat Cornwell. 
Kat could you let me know your role on the Daehongsu Deluge project?
Cornwell:  I am a performer or would it be more specific to say, a dancer.
Neideck:  Hehe! Is there anything that you didn’t understand about the participant 
information consent form?
Cornwell:  No I understand it.
Neideck:  Great. Have you ever travelled to Korea?
Cornwell:  Yes. I travelled to Korea in 2012 as part of the Roger Rynd International 
Exchange Program and I was there for four weeks collaborating with two other 
Korean artists.
Neideck:  Great. How familiar would you say that you are with Korean culture?
Cornwell:  I would say I am not a beginner. I am somewhere above a beginner. 
Maybe like intermediate, maybe even just before intermediate.
Neideck:  Ok, pre-intermediate.
Cornwell:  Pre-intermediate.
Neideck:  So this is obviously not the first time that you collaborated with Korean 
artists.
Cornwell:  No.
Neideck:  No. What do you understand of the differences between Australia and 
Korea in terms of creative process or working practices, work ethic?
Cornwell:  I found that Koreans have an excellent work ethic and they’re very, very 
disciplined and sometimes that’s a bit of a difference between Korean artists and 
Australian artists. It’s not that Australians aren’t disciplined; it’s just that I feel like 
Korean artists can hold their focus and energy for longer. Something about sus-
tainability of that energy for a longer period of time I don’t know if it’s cultural, and 
I don’t know why, but that’s what I found. That’s one difference. Something else… 
Actually you know there are things that I think I assumed – or maybe it’s because I 
have spoken to you before – and I’ll make an assumption about how I think Korean 
artists are in general. But then because I’ve worked with a number of them and 
they’re all very different and maybe it’s just that each artist is different. When I was 
in Korea there was one artist who wasn’t as disciplined as the rest, so I don’t know 
if there is actually a rule of thumb. One of the differences is that, from what I’ve 
noticed, is that Korean artists are quite concerned with story, it’s important to them 
and maybe they are not quite as comfortable with things being more expressive for 
the sake of it being expressive. It can be expressive but why is it expressive? They 
are continually coming back to a sense of why, and what we’re doing.
Neideck:  Great. Do you anticipate that we will meet any challenges or difficulties 
during the process of collaborating with artists and in this case from different 
ethnic or linguistic or cultural backgrounds?
Cornwell:  Maybe. I think that because you’ve worked… You have a long history 
with these artists that that will ease any difficulties that may arise. I think maybe 
the only problems will just be linguistic and that it just takes a bit more time, and 
because we are under a time pressure in this rehearsal process because we only 
have three weeks that maybe we will be less sensitive and take less time when we 
need to take time to make sure everybody understands. I think that that might 
compete with the time pressure.
Neideck:  Cool.
Cornwell:  That makes sense?
Neideck:  Yeah it makes sense. Do you know of any strategies to overcome these 
challenges?
Cornwell:  Just making sure everything is simple. For example, when we commu-
nicate, making it as simple as possible and checking in with each other as often as 
necessary.
Neideck:  Great. How long have you been associated with the project?
Cornwell:  I was involved in the development of Deluge in 2012.
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Neideck:  Ok. What do you think or what do you know of the Daehongsu Deluge 
project?
Cornwell:  As far as I know it’s to create a finished product ready for an audience 
and that is also tourable and I think from what I know of the project, one of the 
goals would be to make it longer because it was a showing and it was like 45 min-
utes and probably should be at least an hour.
Neideck:  Yep. Great. What creative skills do you think you bring to the team?
Cornwell:  I have a history of performing in butoh and this performance is inspired 
by the butoh tradition. So I think that’s one of the skills, because I have large boobs.
Neideck:  Hahaha!
Cornwell:  Hehehe!
Neideck:  That is a good skill.
Cornwell:  Very good skill.
Neideck:  What collaborative skills or social skills do you bring to the project, and 
to the team?
Cornwell:  I don’t think that I read that question. I haven’t though about it… But I 
think…
Neideck:  Like where do you fit?
Cornwell:  Where do I fit?
Neideck:  Or where do you like to fit? Could you fit?
Cornwell:  I think I’m a good team player. I hope I am. Oh, I’m a good team player 
but I think at the same time like I have a strong presence and I’m also good at 
leading but I’m also good at dropping that and not leading as well. So I think that’s 
probably a useful skill within this team.
Neideck:  How comfortable are you with using movement as an expressive tool in 
performance. I know I have asked you this question a long time ago but it’s good to 
check in again. For example, to communicate complex ideas or explore concepts in 
an abstract way.
Cornwell:  I’m very comfortable. Hehehe! I’ve been training in physical theatre for 
over 10 years so it’s a medium with which I’m very experienced and very excited to 
continue to explore.
Neideck:  Yeah, great. How comfortable are you with using a voice in the same 
way? Not necessarily text based but to communicate complex ideas, abstract 
thoughts?
Cornwell:  For me that’s more challenging. I’m not a singer and I am an actor and 
so using my voice with text is quite comfortable but as far as conveying abstract 
concepts through the tool of the voice, I think that’s going to be more challenging 
for me in this process. But again, I’m excited to do it.
Neideck:  Ok. Are you able to give me a definition or describe your understanding 
of metaphor?
Cornwell:  So metaphor is when we say one thing is like something else, and by 
doing that it sets up a juxtaposition or comparison that doesn’t fix the definition, 
but it opens up an understanding for the audience.
Neideck:  Great. Do you find the concept of metaphor to be useful as a perfor-
mance maker and/or performer? And if so, please give some insight into that.
Cornwell:  Yes I do. I definitely do but I think it’s actually a really challenging thing 
to work with. I do a little work with young people, and for them when I work as 
a creator, I think it’s hard to use metaphor in a way that’s not cliché. So it is actu-
ally something that I would like to think about more. In fact working with young 
people often what’s exciting is making metaphor very obvious and blatant for them. 
But working as a performer, I think metaphor is very useful - particularly in the 
body, because it helps us to transform the body from something everyday into 
something expressive.
Neideck:  Ok thanks. This is assuming a lot, but what is the thing that most excites 
you about this project?
Cornwell:  It’s very hard to pinpoint one thing. I really like the team, because this 
weekend has being great, and I love everyone that I get to work with. I think that 
really, really excites me. It excites me being part of the Brisbane Festival, and that’s 
really cool. It excites me to see the way that everything comes together, because it’s 
a lot of different elements from both influences in the movement, and what we’re 
trying to create in the performance, but then also the sound and the set. That’s why 
I think this version is going to be really exciting.
Neideck:  Ok. What is your greatest concern going into this stage of project?
Cornwell:  It is, again, my knees because I am old! I think it will be ok, but I just 
have to continually be aware of my body and be gentle when necessary.
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Neideck:  Be kind.
Cornwell:  Be kind.
Neideck:  Be kind to your body. Is there anything that you would like to know 
about the project before we start work, even though we have actually started, it’s 
not exactly an entry interview…
Cornwell:  We haven’t started on the rehearsals.
Neideck:  We haven’t started on the rehearsal side.
Cornwell:  Nothing that I need to know. I’m curious about how you see the project 
changing, and what we’re doing in rehearsals, but I know you’re going to tell us that 
so it’s also ok. That’s the main thing that I’ll be wondering about.
Neideck:  Yeah.
Cornwell:  Yeah.
Neideck:  Like about the work? Like you mentioned rehearsals like how rehearsals 
will work?
Cornwell:  No like what are we going to change?
Neideck:  Yeah what are we going to work and what are we going to…
Cornwell:  What we’re going to change.
Neideck:  Yeah, yeah.
Cornwell:  That’s the main thing I’m curious about. Like where do you see it going.
Neideck:  Yeah, yeah, cool.
Cornwell:  Yeah.
Neideck:  Ok, well we can do that tomorrow.
Cornwell:  Yeah. There’s no point you telling me now and telling me again tomorrow 
morning.
Neideck:  Hahaha! Great. Do you have any questions about the interview before I 
turn off the machine?
Cornwell:  No.
Neideck:  Perfect. Thank you.
[END]
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Interviewer: Jeremy Neideck
Neideck:  It’s 9:38 on August 22 and this is principal researcher Jeremy Neideck 
conducting an entry interview with participant A5, Amy Wollstein. Could I get you 
to just give me a description of your role on the project?
Wollstein:  I am a performer.
Neideck:  Correct. Firstly is there anything that you didn’t understand about the 
consent form?
Wollstein:  No.
Neideck:  Have you ever travelled to Korea?
Wollstein:  Yes. Elaborate?
Neideck:  Yes, if you will.
Wollstein:  I have lived in Korea for a year and I’ve travelled back and forth, I think 
nine times.
Neideck:  How familiar would you say that you are with Korean culture?
Wollstein:  Very familiar.
Neideck:  So this wouldn’t be the first time that you’ve collaborated with Korean 
artists?
Wollstein:  No.
Neideck:  What do you understand of the major differences between Australia and 
Korea in terms of collaborative style or work ethic?
Wollstein:  I think in an Australian rehearsal room although there are leaders in the 
rehearsal room, that it’s quite a team environment where everyone has an equal say 
and opportunity to express their opinion and ideas. Whereas in Korean culture, I 
mean the Korean rehearsal room, they run very obviously to a hierarchical system 
so the older and more experience you have, the most say and opinion and airtime 
you get, and the more respected your opinion is.
Neideck:  What’s it been like working between those two kinds of environments? I 
know that you’ve been working in both, and also in more hybrid environments as 
well…
Wollstein:  What do you mean by hybrid?
Neideck:  I know that you’ve worked in Korea in a Korean rehearsal room and 
also…
Wollstein:  In Australia.
Neideck:  But then working with kind of a mix, are there any differences?
Wollstein:  You’re talking about working with Korean and Australian artists in 
Australia?
Neideck:  Yeah.
Wollstein:  I think there is much more of a sense of adapting to the Australian way 
of working. In Australia there’s respect for everyone in the room as well, it’s just 
a different kind of respect. You’re not expected to respect someone in Australia 
whereas you’re expected to respect someone in Korea. In Australia, you respect 
someone because of the things they do and how they’d speak to you and what they 
have done, so I think working with Korean artists and Australian artists together 
in Australia there is more of a sense of “we are all coming here and bringing our 
knowledge and experience to this room and therefore that is where the mutual 
respect comes from”. This can be difficult at times, I feel, for the Korean and 
Australian artists to negotiate. It’s also difficult because if you’re unaware of the way 
that a Korean rehearsal room works and it’s not communicated, or expectations 
are not set, then everyone is going in blind and just expecting the other people to 
know how they work. So, without communication or without talking about previ-
ous experiences and how the other person works it can sometimes be difficult. The 
language barrier is also sometimes difficult.
Neideck:  So, you’ve talked there about some of the difficulties of working between 
different kinds of cultures and languages.
Wollstein:  Yeah.
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Neideck:  Do you know of any strategies for overcoming those difficulties? You’ve 
talked about communication, setting up expectations for instance.
Wollstein:  Yes. I think setting up expectations, or rules (in a very loose way) or just 
agreeing on what this rehearsal room should look like is important. I don’t know if 
that needs a conversation at the beginning of the process or whether it’s something 
that just evolves. But from my own experience and my personal preference I would 
say that it probably does need an explicit conversation or some kind of agreement 
at the beginning of the process. This can be a simple as: “well, this is me, this is 
my experience, this is what I could bring to this process”. Just like everyone knows 
where everyone else is and can understand that and they respect that. So they 
know that this is a safe space where everyone’s opinion is valued and listened to.
Neideck:  This has been a big thing for me preparing for any rehearsal process, but 
this one especially because you know it feels like the end of a very long road.
Wollstein:  Yes.
Neideck:  Of course there is more to come. But there is a concern about how much 
time we spend in discussion.
Wollstein:  Yes.
Neideck:  How much time do we let things kind of evolve? As you know, during 
the first cycle of this project everything evolved and it felt like nothing was happen-
ing, and it was really frustrating for people. Then I went through a period where 
I would talk about everything for hours before we started work and then that was 
also frustrating. Defining that balance is going to be interesting.
Wollstein:  I think the advantage of where we are in this project now is that you have 
had all those experiences already, so hopefully even though those were sometimes 
frustrating and difficult, we all know what it’s like a little bit more or at least you 
can guide us in a way that it will be more helpful. For a show that has little in the 
way of vocal talking and vocal expression, it’s funny that we do spend so much time 
talking when actually doing and showing is sometimes better. I think the Korean 
participants (I’m kind of making this up as I go along) but because there is some-
times a language barrier, the Korean participants need to understand and so they 
feel they need to talk about everything whereas if their kind of understand and do 
what they think it is you can actually give more direct feedback from that instead 
of talking about it. It’s a scary position for them to be in because I think we need to 
release that idea of getting something right and wrong which is very Korean as well 
– they are always striving to be right as opposed to letting things evolve.
Neideck:  And we are working across cultures and languages, but also working 
across art forms as well. What are your thoughts on different kinds of processes? 
For example, performers who are used to a dance process might not spend as much 
time talking whereas performers that are used to acting might spend more time 
talking. Do you have a sense of that maybe not within this project but…
Wollstein:  Yeah.
Neideck:  More widely?
Wollstein:  I do have a sense of that from other work that I’ve done. In the last year 
I have spent a lot of time puppeteering and pretty much everyone that I’ve brought 
in to be a puppeteer that I have trained and directed in the show is not a puppeteer 
to begin with. They come from somewhere else and they all need different things 
but I really think that it is fine as long as you have a strong leader with a clear 
vision who can give everyone the opportunity to express their ideas and opinions 
and give everyone the opportunity to ask questions but also to know when we need 
to stop talking. I don’t know of any other strategies.
Neideck:  It’s very interesting because you talked earlier about the hierarchy, the 
age hierarchy. There’s always this constant struggle of needing to be decisive and 
needing to say things how they are and also trying to respect different kinds of 
boundaries of seniority.
Wollstein:  Yes
Neideck:  Yeah, it something that does constantly come up.
Wollstein:  Yeah, it does.
Neideck:  Yeah, not even just for me as a director but in other people.
Wollstein:  But in rehearsal rooms for example: even when I’m directing people or 
I’m auditioning people and they’re older than me and more experienced than me I 
think “what can I actually tell you”. Being secure in your idea and your vision and 
your project and being the driving force behind this actually puts everyone a little 
more at ease because we’re all working to make your thing come alive. And yes, 
were going to contribute and have our own opinions but hopefully we’re all work-
ing to make your thing happen as opposed to if I was doing a show you would be 
all working to make my thing happen. And that’s not to say we don’t challenge each 
other, but it’s my belief that the director has the final say because it’s his way.
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Neideck:  Okay, so we move on to the next section of our conversation. How long 
have you been associated with the Deluge project?
Wollstein:  When was the first day, 2012.
Neideck:  2011.
Wollstein:  That’s 2011.
Neideck:  Yes, so you are a participant in the first cycle?
Wollstein:  First one and the [third] creative showing and then I missed the [fourth] 
one.
Neideck:  So, what do you understand or what do you know of the creative goals 
for the project?
Wollstein:  Well, what I knew of them was that it was very much to create a perfor-
mance based on or influenced by butoh or contemporary dance. It is about water 
and the exploration of how water impacts humans and how we impact water - 
expressing those ideas physically but also there is a very strong will and want to 
explore how two cultures work together and what two cultures’ ideas about the 
same topic work or the same stimulus work.
Neideck:  What creative skills do you think that you bring to the project or to the 
team?
Wollstein:  I think creatively I’m a very good leader but I’m also a very good group 
member, and I think in this process that is important to know when you should 
just listen and do and to know when you should express your opinion and give an 
idea or an option. I think that comes from working in Korea with Koreans already 
and knowing how that feels and how that works. I think that’s an advantage of 
having this creative process. Artistically I find movement to be the place where I 
feel most free and able to express myself so I feel comfortable expressing myself 
through movement.
Neideck:  Right. Well, you’ve answered the next question and the next question. I’m 
going to ask you now, how comfortable you are with using your voice as an expres-
sive tool? So for example communicating complex or abstract…
Wollstein:  Through speaking?
Neideck:  Through using the voice.
Wollstein:  Through my other work, I’ve done a number of personality test, and 
something that comes up time and time again is that I’m a good explainer. I’m able 
to take complex ideas and simplify them into terms that most people would under-
stand. I think that is a strength of mine.
Neideck:  Cool, interesting. Are you able to give me a definition or describe your 
understanding of the term metaphor?
Wollstein:  Yes. Metaphor is when you describe something using - this is not a 
textbook definition - but when you describe something using more poetic imagery. 
I feel like I’m getting mixed up with a simile.
Neideck:  In my understanding they’re very very close.
Wollstein:  Yeah, so like he was as tall as a tree is that a metaphor?
Neideck:  Yeah, that’s a simile but…
Wollstein:  His body was tree-like
Neideck:  Okay yeah.
Wollstein:  I don’t know.
Neideck:  Good, this is not a grammar test so…
Wollstein:  No, but actually that would be very important for Koreans to know the 
definition.
Neideck:  Yeah, yeah
Wollstein:  Because I think it’s something that when it’s said many English speaking 
people can go, “Oh that’s a metaphor” but actually that’s ingrained so you don’t 
have to think about it.
Neideck:  I heard you say just then that metaphor is something that you don’t 
necessarily think about actively then…
Wollstein:  …ingrained, in English as a first language speakers.
Neideck:  Do you find the concept of metaphor to be useful at all as a performance 
maker or as a performer?
Wollstein:  Yes, because I believe I’m quite visually driven so sometimes when we 
sit down and speak about things I switch off whereas if we speak about things in 
a metaphor it creates an image for me, which is good because I’m visually driven. 
Yes, so I find it helpful.
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Neideck:  What is the thing that most excites you about this project, if there is 
anything?
Wollstein:  Well, being able to create something with my friends and being able to 
be challenged by my friend and to challenge my friends in a loving supportive way, 
stretch my creative muscle physically and figuratively.
Neideck:  What would you say is your greatest concern going into the stage of the 
project?
Wollstein:  Being a shit dancer?
Neideck:  (Laughing) I think that’s most people’s concern…
Wollstein:  (Laughing) Can I actually pull off being a dancer in a headline act at Bris 
Fest?
Neideck:  Yeah
Wollstein:  Yes?
Neideck:  Yes, and so I say this is a very personal concern.
Wollstein:  That’s a personal concern
Neideck:  No no no, that’s…
Wollstein:  But I actually feel quite free in this project —I feel like it’s not for me to 
have concerns about the project. It’s for me to work towards bringing it to life.
Neideck:  I just would like you to kind of expand on something that we’ve talked 
about, so this may be a little bit out of the blue. In performance making or in art 
making, how do you see the dynamic between the personal and the professional in 
terms of relationships? Whether that be negotiating working creatively with close 
friends… How do you see that dynamic working for you?
Wollstein:  I think I can compartmentalise our friendship when I’m working with 
a friend, and I think that for me that’s important because I need to come to this 
project or whatever it is we’re working on, to perform the role that I was asked 
to do, and if that collides with my friendship, then it is a bad thing. Nor should I 
have extra expectations of my friends in this. So, if you are my director and I am 
your friend I shouldn’t expect you to give me a leading role. I think the benefit of 
being friends and working with friends is that you don’t have to get to know each 
other – which takes a lot of time out of the process and it is also a benefit because 
you already know how the other person works. I feel like I always want to surprise 
a friend that I’m working with. Doing something that they didn’t think that I could 
do or didn’t know that I could do, because I’m an artist when I work with them. 
Does that answer your question?
Neideck:  Yes, that’s a great answer. No right or wrong but a very interesting 
answer. Last couple of questions. Is there anything you’d like to know about the 
project before we start work?
Wollstein:  Yes! What do you hope that I can bring to the project?
Neideck:  What do I hope that you can bring to the project? Well, so back to that 
conversation: you’re a friend and that’s really important for me in the process. 
When I first asked you to join the project I needed bodies, I needed people that 
I knew to help. I have always wanted to bring you back into the project because 
watching you perform, I get a sense that you are a very strong performer - you can 
go to some other place imaginatively and in the moment. More specifically, you’re 
a strong mover and you’re a strong vocalist as well and those are both qualities that 
we need to play with. Also, with the group dynamics always shifting it’s good to 
have people that I assume that I can rely on.
Wollstein:  Yeah.
Neideck:  Not to back me up or anything, but that I know can get down to 
business.
Wollstein:  Yes.
Neideck:  That all sounds very dry.
Wollstein:  No, and to extend that what do you hope or expect I need to bring to the 
rehearsal room?
Neideck:  I think…
Wollstein:  In terms of group dynamic.
Neideck:  In terms of group dynamic - you know I’ve asked almost everyone now 
what they can bring and almost everyone has said “I am a leader and a follower”. 
And, I’ve always thought that as a unique thing that only applies to some people. 
I didn’t realize that everyone—almost every performer must think that way. To 
answer your question, the role in the rehearsal room that I expect you to take is the 
one that’s needed at any time. That kind of flexibility is a really good thing because 
I know that there may be times that I’m overwhelmed and I’ll need someone to 
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lead or do something and then there will be times when I’ll have ideas and I’ll ask 
people to be flexible and just drop what they’re doing and run with me for a bit.
Wollstein:  And I think another question is what do you hope to see on stage on 
opening night?
Neideck:  What do I hope to see on stage? It’s hard to explain because I can see 
it. Even if it’s not exactly like it, I can see the feeling. I hope to see sensitivity and 
strength. That’s a very airy fairly kind of response I guess but--
Wollstein:  It’s a response, it’s good.
Neideck:  Yeah.
Wollstein:  At the beginning of the process.
Neideck:  Sensitivity and strength you know which I guess describes more about…
Wollstein:  Yes.
Neideck:  My final question for you is.
Wollstein:  I’ve got one more.
Neideck:  Oh, you’ve got one more, okay I’m ready.
Wollstein:  Why do you want to—okay this are actually several questions but why 
water? Why Koreans and Australians? Like why are you doing this project?
Neideck:  Why water? I like that question. Water is something that we can’t live 
without, but it’s also something that becomes very hard to live with. I think that’s a 
really interesting and exciting idea: exploring how water affects humans and how 
humans affect water. With all these questions it is why why why why. That’s where 
the projects started but we’re at a stage now we’re I’ve been forced into creating this 
narrative and like all of this dramaturgy…
Wollstein:  It’s so interesting that you just said that “forced into”…
Neideck:  You’ve talked about members in the project, and the fact that everyone 
needs something else. Our lighting designer needed narrative. Our set designer 
a dramaturgy of the way that objects worked. The costume designer needed… 
everyone needs something else. The lighting designer needed a laser and I said “ok, 
well, that’s great”. Everyone needs something and that forces me, like water, to go 
through this obstacle course and what we have left, it’s like the Brisbane River, it’s 
this weird windy shape that is something unique that’s been forced… I find that 
really exciting. Somebody asked me “why water” yesterday and I had a much more 
articulate off-the-cuff answer. Why Australians and Koreans? I’ve written a couple 
of chapters on that but basically it’s just what happened. Initially it was an accident, 
and then I made really strong friendships, and then because my mind works like 
this, it just draws connections between things… I started comparing and contrast-
ing and drawing patterns in the way that I saw Korean culture and society, what 
I understood about my culture. I haven’t answered any of the question that have 
popped up for me. There’s so many things left to learn about Korea.
Wollstein:  It’s so interesting that a small group of us keep going back to Korea and 
keep having these connections with Korean and I often wonder if that would be the 
same if for example we were introduced to LATT and Roger in Japan, or is there 
something about the Korean culture, I think there is, something about the Korean 
culture that draws us back and in the Korean way of living. I don’t know what that 
is, but for me when I lived in Korea, and I’ve talked about this with Laurence, for 
me when I lived in Korea I felt so personally challenged. And this just talk that 
probably means nothing to anyone else, but maybe you and I know. Laurence said 
to me Korea as a culture do “8” as a part of the enneagram and it’s also the number 
that I do, so I constantly see myself in the everyday so I find it very challenging and 
exciting to go to that culture and that place which is something I think I crave in 
my life as a challenge.
Neideck:  It is challenging. And you get to a point where you ask the question 
everyday: “why am I doing this?”, “why do I bother?” It’s very easy to confuse 
the actions of a couple of people for a whole culture and that is when you come 
up against. I do this in Australia too like why the fuck do I live here, this place is 
fucked! But there’s something psychological about it being a really formative expe-
rience at that time in our lives when we were discovering who we were as artists 
and that kind of thing…
Wollstein:  And also maybe the ability in Korea to be anonymous. I think and dis-
cover yourself and who you really are and introduce yourself to these people and 
this place that doesn’t have any preconceptions of who you are.
Neideck:  Yeah, I mean a lot of it is wrapped up in our kind of privileges as west-
erners or foreigners going and living in Korea. You know, our first jobs there were 
pretty well paid for what we were doing and for what money we would get back 
here. And being in a big city, being anonymous, new experiences…
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Wollstein:  Being looked after…
Neideck:  But I mean it becomes way more than that and its hard to have things 
to explain or to express except by talking around it. Or for me it’s a hard thing to 
explain until you take somebody there.
Wollstein:  Yes.
Neideck:  Which is I guess something that Roger did a lot, it’s something that I try 
to do a lot and also once people get there, not everyone, but once some people get 
there they’ll understand.
Wollstein:  Yeah, and they want to go back.
Neideck:  Yep.
Wollstein:  That’s all the questions I have for you Mr. Director.
Neideck:  Okay, do you have any questions about the interview itself?
Wollstein:   No.
Neideck:   Okay, Good bye.
Wollstein:   Good bye.
[END]
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Neideck:  So it’s 9:24 on—What’s the date today?
Williams:  Wednesday the 20th.
Neideck:  The 20th of August and this is Jeremy Neideck conducting an entry 
interview with participant A6.
Williams:  [LAUGHTER] I will now be known as A6!
Neideck:  Yes! Let’s start with getting you to give us your name and your role on the 
Daehongsu Deluge project.
Williams:  My name is Sammie Williams and I’m on the project as a performer.
Neideck:  Great. First off, is there anything that you didn’t understand about the 
Participant Information and Consent form?
Williams:  No, that’s fine.
Neideck:  So that’s all fine. Have you ever traveled to Korea before?
Williams:  No, I haven’t. This will be the first time. I’m excited!
Neideck:  First time! How familiar would you say that you are with Korean culture?
Williams:  Not very familiar at all, other than I have a friend who was from there. 
From my experience with her, she was very polite, very generous, shy… But that’s a 
bit more of a personality trait I suppose. What can I think of in terms of her cul-
ture? Her family was very important to her but they also pushed her to be success-
ful. They expected a high level of achievement from her.
Neideck:  Is that out of place with your own experience?
Williams:  No, quite similar actually in terms of my parents being of Indian herit-
age. High expectations. But I think my mum, compared to the rest of my family, 
my mum was a little bit more relaxed than everyone else. Probably not as strict as 
most Indian families are, yeah.
Neideck:  So, is this the first time that you’ve collaborated with Korean artists?
Williams:  I’ve only worked with that friend just at university on one project when 
she was the choreographer. It wasn’t really a collaboration so this will be the first 
time that I’ll be collaborating, yes.
Neideck:  I guess, the next question might be a bit defunct but… Do you under-
stand any differences between Korea and Australia in terms of collaborative style or 
work ethic?
Williams:  In the way that their artists work? No, not particularly. No. I don’t under-
stand any of that just yet. Looking forward to learning about it!
Neideck:  So more generally, we are doing a project that’s working across cultures 
and languages. Do you anticipate that we will have any challenges or difficulties 
along the road in terms of collaborating across those ethnic, cultural, language 
differences…
Williams:  Cultural differences. Yeah. I do anticipate it. I’m not exactly sure what. I’ll 
have to learn how to speak slowly [LAUGH]. Yeah, I don’t really know, just…
Neideck:  So, moving on to the project more specifically, could you tell me how 
long you have been associated with the project?
Williams:  When was the audition?
Neideck:  That’s 2 months ago I think.
Williams:  2 months ago. So from 2 months ago.
Neideck:  And what do you know about the creative goals of the project? Or the 
context of the project?
Williams:  Not much actually. Coming on board with… expecting anything. I do 
know that it’s in the physical theater realm, movement-based… from watching the 
video, image-based as well, I suppose, in terms of bodies of performers, lighting, 
quite dark I think.
Neideck: Correct. Cool. That’s good.
Williams: Emotional as well, from what I remember.
Neideck:  What creative skills do you think that you bring to the project?
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Williams:  As a physical performer, bringing myself; as a collaborator, maybe differ-
ent ways of moving, that may be from my own exploration of movement… and…
Neideck:  So if you had to describe your kind of movement background…
Williams:  The ways that I like to move?
Neideck:  Yeah.
Williams:  I have two kinds of areas that I like. I like working in amongst isolation, 
and then I also like working with shapes that may be grotesque or not seen as tech-
nical. They don’t have that balletic aesthetic, long lines and stuff like that. Things 
that are broken and different shapes that feel weird in your body. What else do I 
bring? [LAUGHTER] I don’t know! My personality? [LAUGHTER]
Neideck:  Personality is a big thing, yeah!
Williams:  I’m looking forward to seeing how I fit in with everything. Not knowing 
the performers and not knowing how you work, either… So, I’m just open to it all.
Neideck:  In terms of like personality, and, like collaborative work, like—I mean, 
this isn’t a test, obviously.
Williams:  Yeah, of course! [LAUGHTER]
Neideck:  I’m genuinely interested. Where would you usually, or where do you 
comfortably sit?
Williams:  In terms of collaborating with people?
Neideck:  Yeah, in terms of like leading or following or…?
Williams:  I think it depends on the other people in the room. If I feel like no one is 
taking leadership, I can step up, but I can also pull back as well. It depends on how 
I read the situation and how much whoever is directing wants our input. I think 
I can bounce between roles quite easily. If it’s unclear where the direction is sup-
posed to be coming from, I can tend to feel a little bit anxious and I can sometimes 
then withdraw, as you noticed in some of my previous experiences and I don’t give 
very much. So yeah, I’d like it to become kind of clear, of how much you want from 
me to give, and how much direction we take.
Neideck:  Like you said, it does depend on the mix of the people in the room. I 
think we have a good mix of people that will take control and will…
Williams:  Yeah. And I also love an environment where you can just put anything 
out there, and it’s okay for people not to use it. Or to take it and shift it to some-
where else. I don’t feel very protective of things that I put out there. I have been 
in situations where you create stuff and I get the feeling that people feel like they 
“have to” put things in there. It’s like, well, “You don’t have to please me! I’m just 
putting things out there and if you don’t use that, that’s okay!”
Neideck:  Yeah, and that’s great. You do see people struggling or like they’re used 
to giving ideas because they’re like, “I need to be contributing!” That’s good. That’s 
interesting. So, how comfortable would you say that you are using movement as an 
expressive tool?
Williams:  It’s my first comfortability, [LAUGHTER] being a dancer. But in saying 
that, in the project that I’ve just done, some of the tasks that we would be given to 
respond with through movement felt forced, so sometimes I think that there are 
times when movement doesn’t say what you need to say, and it needs to be some-
thing different. Whether it’s an image or the use of voice or blah, blah, blah.
Neideck:  What did it feel like to feel forced?
Williams:  To feel forced? It means that my reaction to it would be like I didn’t con-
nect to it physically. Whatever the task was that they gave me I just came up with 
an image, and a concept, and I couldn’t actually physically express it. For me, even 
though I’m very comfortable with movement, I think that it doesn’t tell everything. 
Only working with movement does constrict you in a way, but then that constric-
tion also forces you to find other ways of physically expressing it.
Neideck:  In a similar vein, how comfortable are you using the voice? Not necessar-
ily text, but the voice as an expressive tool?
Williams:  I’m comfortable with it. I don’t have the best training in terms of using 
my voice, vocally, in terms of melody and things like that. But I think I’m…inter-
ested to explore it more. Comfortable!
Neideck:  Comfortable. Are you able to give me a definition or describe an under-
standing of the term “metaphor”? I know it’s a strange question to ask, and just 
reading it now seems…odd…but moving on, what is metaphor?
Williams:  What is metaphor? I feel like now it’s a test. Year 10 English, come back 
to me! Metaphors, for me, I think, are ways of explaining things in a more poetic 
way. In a way that creates more impact to the person either watching or listening 
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to whatever is being said. Images, creating images out of a situation, yeah, using 
language.
Neideck:  Have you found that useful as a performer or as a maker?
Williams:  I haven’t really, consciously tried to work with metaphor before. I don’t 
know if I’ve subconsciously either, I’m just trying to think back to my own things. 
I don’t know, metaphor is kind of something we do subconsciously anyway, isn’t 
it? As artists, to make things more interesting…I can’t give you a specific example 
right now.
Neideck:  That’s fine, no, that’s really interesting to hear, that it might be something 
that you don’t necessarily focus on and think about.
Williams:  Yeah. Yeah. Because, I think as artists you do that already. You’re already 
comparing things in the world with other things to make a statement. And you 
want to do it in a more poetic way, or a more…I don’t know…yeah. Is that…Do 
you know what I mean?
Neideck:  Yeah, Great. Getting towards the end, now…What would you say is the 
thing that most excites you about this project?
Williams:  Definitely working with people that I haven’t worked with before, that’s 
the most exciting, I think. It’s getting to a new little network and realm of artists. 
Performing, definitely! And just learning some new skills as well. Because it seems 
like all the artists have very different backgrounds and looking forward to learning 
a lot!
Neideck:  What would you say your greatest concern is, going into this stage of the 
project?
Williams:  At the moment, it is the fact that I don’t know much about it? Is that on 
purpose? [LAUGHTER] That makes me a little bit anxious, but at the same time 
it’s kind of liberating to go in without any preconceptions of what it’s going to be. 
Yeah, so… You know, I have watched the video footage but that still doesn’t really 
give much as to what the process is going to be and all that kind of stuff. And it’s 
also good to come into something I think with no images yourself of what it should 
be. It’s that you just go in as a blank canvas.
Neideck:  Great. Well, that leads into the next question: Is there anything that you 
would like to know about the project before we kick off on Saturday?
Williams:  Do I or don’t I? [LAUGHTER]
Neideck:  It seems really premeditated, but until you said, “Do you want me to 
know anything?”…
Williams:  Yeah, I feel like that’s up to you. How much do you want me to know?
Neideck:  I want people to feel comfortable. Turning the conversation back to me, 
I’ve gone through a process where during first development I told nobody anything 
and expected results. That did not work out! To the point now, we’re starting this 
rehearsal period with a full synopsis, and scene plans because production time is so 
tight. So, we’re going into rehearsal with a small amount of development… But it 
has not been intentional, it’s what has to be done.
Williams:  I suppose nice to read up a little on some of the ideas that you’ve been 
playing with, that would be nice, actually.
Neideck: Well, I definitely have things to send you…
Williams: See if you can get that together, or even just footage, if you just want to 
send me some rehearsal footage or something But, I mean, in saying that, with 
rehearsal footage, I don’t want to come in and replicate things that have been done. 
I do want to come in and be a fresh creative import.
Neideck:  The thing is, I have 36,000 words and images and videos. I’ve written out 
the stages of development. I can literally send you my research.
Williams:  Yeah sure send it to me and I’ll just take what I will.
Neideck:  I don’t know why I didn’t think about that until now. I felt like such 
a…not a burden, but it was like, “Ugh! Do I have to think about getting stuff 
together?”
Williams:  But you’ve already got it together!
Neideck: I’ve done that. I’ve already done that. I’ve got it together. Well, I haven’t 
got it together, but…
Williams: I mean I can’t guarantee I’ll read the full 36,000 words, but—
Neideck:  Oh, no, you wouldn’t do that, no. You just flip through and look at the 
pictures and…
Williams: It would be good to just skim over the pictures, you know, your main 
kind of concepts and ideas. That would be nice. And I’ve got all of Friday off…
Neideck: Were you also under the impression we have a rehearsal on Fridays?
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Williams:  Yes. I think that was in an e-mail that came from Morgan? Because I 
think it was like, were we originally going away?
Neideck:  Because originally we were going to away, yeah.
Williams: Yeah, yeah, yeah. But it’s kind of nice.
Neideck: I feel, it’s been a couple of small breaks in communication, I think the 
schedule was one of them to the cast.
Williams:  Yeah, yeah. Yup.
Neideck: And then there were some other ones which are outside the scope of this 
conversation.
Williams: Oh, that’s okay.
Neideck:  Okay. And also, the final thing is—Do you have any questions about the 
interview, or the way that we’ll use it once we’ve talked?
Williams:  No, I’m comfortable for you to do whatever. Yeah.
Neideck:  Cool. I mean, you’ve read the thing so if at any time you feel like… you 
want to know stuff, that’s fine.
Williams: Published, then?
Neideck: But also I have no idea how it would be used yet, so… I mean, I have no 
idea.
Williams:  Okay, sure. Yeah, yeah, yeah. Not exactly sure yet. That’s cool.
Neideck:  Yeah. Thank you for meeting me.
Williams.  No worries. Thank you.
[BREAK IN RECORDING]
Neideck:  I mean, this is something that I should have learned from the last time 
I did interviews. There’s gaps where like somebody’s just said really amazing, I’ve 
turned the recording back on and…
Williams:  Oh, and then you missed the moment…
Neideck:  Like, “Can you just repeat what you said?” “What did I say?” “Oh…never 
mind…”
Williams:  “Oh, it doesn’t matter…” Yeah…
Neideck:  No, but because Hoyoung and I, and Younghee who is a bit sick at the 
moment, we’ve worked for a long time together and we’ve just spent a lot of time 
working on actor training, this project’s really interesting because we’ve got some 
actors, and some dancers, and we’ve got of bunch of people that do both.
Williams:  And so who else is new on the project? New on the block?
Neideck:  Just Youngho, who you met last night. Amy was in the first two develop-
ments, Amy Wollstein…
Williams:  And where she’s from?
Neideck:  She’s from Brisbane, she went to uni with Dave and I.
Williams:  Okay, cool.
Neideck:  She’s worked in Korea before.
Williams:  Yeah, awesome.
Neideck:  Also Kat, a performer was new on the last development.
Williams:  Yeah, cool.
Neideck:  It’s kind of like a rolling team.
Williams:  A rolling, yeah, yeah, just kids adding on—big snowball. Well, that’s 
great. When we were in Sydney we were doing a lots of Viewpoints with Sam 
Chester. Do you know Sam Chester?
Neideck:  I don’t know Sam but I know about Viewpoints.
Williams:  Yeah, we were doing that. That was cool, we did like an improv perfor-
mance, set in Viewpoints, which kind of works, which is cool.
Neideck:  Well, we use the Viewpoints language a lot. Just because…
Williams:  It’s an easy way to communicate.
Neideck:  It’s an easy way to communicate, yes. And like I was saying with the 
impro exchange—When you don’t start with a common language and you don’t 
invest any time into building a common language then, it’s like you’re reinventing 
the wheel every time. So Younghee and Hoyoung and I used to teach at QUT 
together, so we know a lot about that stuff.
Williams:  And so what are the things that you have found, working transculturally, 
that are difficult or you’ve had to overcome?
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Neideck:  One big thing is around assumptions. We constantly come up against 
this, not only working across cultures, but working with gender-diverse people and 
working with people from different socio-economic backgrounds. It’s also got to do 
with the way that different languages work. You tend to fill in the blanks, and when 
you’re working across languages you have to be very clear about what’s happening, 
whose responsibilities certain tasks are. And also making sure that there’s agree-
ments going forward. Not quite like written agreements, but just between people. 
One of the things that came out of the last round of this, in my analysis, was about 
actively negotiating relationships with people. No matter how long you know 
someone, that’s a constant thing. In the projects that I do with my Korean friends, 
things are very complex because they’re tied up in the fact that we have a shared 
mentor, Roger Rynd who passed away a couple of years ago. So there’s lots of 
complex layers of looking after his relationships with people and with artists, and 
on our new relationships. In terms of strategy it’s the simple things like speaking 
clearly and slowly and not being embarrassed about the time it takes to communi-
cate because of new members. This is what I realized a couple of weeks ago, work-
ing on new projects—sometimes it takes new members a couple of days to adjust.
Williams:  To the speed of things.
Neideck:  It can feel patronizing, and it’s embarrassing too. But it’s actually, it’s not. 
It’s just finding a new way, or slipping into a new mode of communication.
Williams:  Yeah that’s right. And if it was around the other way I would want people 
to go slow for me too, because I would not have any idea. Even sometimes when 
I’m working with people who speak English, I’m going, “Uh…what are you talking 
about…?” [LAUGHTER]
Neideck:  Exactly. But also more broader things like taking time to meet together 
and eat together and hang out socially. Things like last night are important because 
people feel more comfortable.
Williams:  And it’s a moment where you can get to know each other without feeling 
vulnerable for what you are giving in terms of creating.
Neideck:  And like focusing less on exchange. At the beginning we focused a lot 
on cultural exchange, and skills exchange but creating something new, creating 
new cultures together, and creating new skills together, seems to be more benefi-
cial in the long run because whenever you’ve set up a dynamic where somebody 
is teaching and somebody is learning, especially when the teacher is representing 
their whole culture – of course they can’t - but there’s that feeling, then, it gets a bit 
awkward sometimes.
Williams:  And I’m also interested I suppose, in myself being a culturally diverse 
Australian, how the Koreans say that as well, yeah.
Neideck:  Yeah, it would be interesting.
Williams:  I mean cause for me I feel just so Australian—I could be white, you 
know!
[LAUGHTER]
Neideck:  But I’m interested to see how other people read that, if they do at all. And 
if they don’t well, hey, that’s cool. It would be hard to go about asking questions like 
that. I prefer things to come up. It’s interesting because you are the first obviously 
non-Anglo member of our team from Australia. In terms of diversity, we’ve worked 
a lot with gender-diverse and neurologically-diverse people, but in terms of like 
obviously…
Williams:  Yeah, yeah, and for me that’s interesting, I wonder how Koreans 
would take that, because from talking to Beck about Japanese people, they’re 
quite non-culturally diverse, in Japan. She says it’s quite a shock for them to see 
Australians that aren’t white, that they have this very white concept of Australia.
Neideck:  There’s that thing, it’s really innocent, but you get the questions like, “Are 
you really Australian?”
Williams:  Yeah, all the time!
Neideck:  Yeah, exactly!
Williams:  Even from Australians!
Neideck:  Yeah, well you know…Australians are racist.
[LAUGHTER]
Williams:  No, actually I get it more from Indians, it’s funny. We have a bet when-
ever we get into a cab. If they don’t ask me where I’m from I’ll get 10 bucks, but 
they always do. Yeah, I’ll be holding my breath right up until the end, like, “Where 
are you from?” “Well I was born in Australia but my parents are Indian….”
Neideck:  Yeah, but it is where cultures come together. Because obviously, like you 
know, even white Australians are culturally diverse.
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Williams:  Yeah, of course.
Neideck:  But we’re very good at masking that—But, not very good at it, we just 
have… white skin.
Williams:  Yeah, yeah. You don’t have to mask it.
Neideck:  Yeah, but then they’re all really interesting and they do affect the quality 
of the collaboration. People’s assumptions about other people affects communica-
tion style, energy, and openness.There’s limited value in picking specific relation-
ships and. There might be value like for me as a researcher, but I don’t want to write 
a chapter on how Sammie got along with me—
Williams:  Yeah, of course! [LAUGHTER]
Neideck:  Unless that becomes a major problem! But in more general terms it’s 
about “how do we meet each other”, “how do we make something?”.
Williams:  And in terms of during the process, I suppose it can be a very physical 
aspect, and warming up, is that something that is done very much as a group?
Neideck:  Yeah, yeah absolutely. Usually what happens with processes I lead, with 
the rehearsal start time, there is usually maybe 15 or more minutes of everyone 
doing whatever they need to do. We play a lot of games and also because Hoyoung 
is a martial artist and dancer and he’s a physical theater specialist.
Williams: Amazing!
Neideck:  So he and I take turns to lead, warm up and training and stuff… and 
when we feel like we want to learn some more skills he might do some martial arts 
with us. The first two days are going to be a free for fall, and having different things 
but, we definitely warm up and do training together. Also because you know, I 
learned my process from working at Zen a lot, so we’ll start rehearsals with two 
hours of Suzuki and Viewpoints and stuff and then get creative. But it’s a good way 
to get the body pumping. I’ve never worked with him like purely dance process 
before, so it’s interesting.
Williams:  Yeah, and so when you say “purely dancing” you’re still using the voice in 
this, the singing and all of that?
Neideck:  Yeah, yeah. Like you know, I’ve never been part of a dance company or 
dance project where people are…
Williams:  It’s all physical.
Neideck:  Like it’s always been some hybrid.
Williams:  It depends on the person and the team and the company as to whether 
we have warm up together or not.
Neideck:  Or you just get up and start.
Williams:  Yeah, “get up and start”, it’s so great for your body.
Neideck:  Yeah, yeah. And also like you know, we’re not spring chickens anymore. 
You know, Hoyoung is 40, 43, 44?
Williams:  Amazing.
Neideck:  And he’s starting to feel like it. Younghee’s 40. Hoyoung’s injured himself 
previously in other projects with me and on also other projects too, so we are quite 
careful about our bodies…making sure we look after them. Also like I’m open for 
feedback once we get started if there’s things that are falling through the cracks—
Like there was a week where we forgot to stretch down cause we were getting just 
so excited and then someone said, “Hey, we actually need for this part to be warm 
down time.”
Williams:  We don’t do that very well in dance, we keep going and going until the 
end and then it’s the end of the rehearsal period and everyone’s out the door. Snd 
it’s such an important part.
Neideck:  Partially for the research but also in terms of the way that my process is 
evolving, I actually spend some time at the end of the rehearsal for people to jot 
down some notes and answer some specific kinds of journal questions. And then 
because they’re working across languages, one strategy that we’ve found is to start 
the day and end the day with a meeting, like a team meeting just to make sure that 
there hasn’t been any misunderstanding or there’s no attitudes or there’s not like, 
you know…
Williams:  So no one’s walking away with a “heavy feeling” or anything.
Neideck:  Exactly, and you know there might be a conversation where someone like 
Hoyoung missed, or got the general gist of the conversation but it wasn’t appropri-
ate for him to clarify everything so, he says, “okay well, when we were talking about 
this, what did you mean?” It’s important for everyone to catch up together.
Williams:  Yeah.
Neideck:  We’re trying to streamline that so it’s not hours and hours of talking.
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Williams:  Of course it is quite a short timeline.
Neideck:  But it’s important to set some time aside. And also because I worked with 
some of this team before, where we spent too much time talking, and so compart-
mentalizing when it’s appropriate to de-brief so that during the bulk of rehearsal 
we can just keep moving.
Williams:  Yeah, and that’s something I’ve noticed between dancers and theater 
performers even when I was at uni doing that physical theater course—Dancers 
very much come from a culture of shut-up-and-do-it and theater people very much 
have this way of expressing how they feel on a task and analyzing and then blah 
blah blah blah blah… It’s got to meet somewhere in the middle.
Neideck:  Yeah, absolutely, yeah.
Williams:  My first time in being in physical theater with Lynne and we did one task 
of… I think it was Viewpoints, and then we ran around and heard… everyone…
Neideck:  Everyone’s opinions?
Williams:  I was like, “what the hell?” I totally didn’t get it! But I envy theater peo-
ple for having that ability to really think outside and inside of what they’re doing. 
Whereas sometimes as a dancer I can very much just get into a mode of—I’m just 
doing it physically and not really be in it.
Neideck:  One thing that’s really frustrating… One thing I learned from Body 
Weather was that you do an exercise, and then you spend one minute with your 
partners, talking. And there’s another couple of minutes where you share—and 
then you move on. At least this is the way that Tess works, it’s always “you catch up 
and talk and then keep going”. But when I have done her Impro Exchanges, we do a 
similar thing, we do this improvisation for 15 minutes and then spend 45 minutes 
debriefing, I’m going, “We can’t…We can’t!” I’m getting paid nothing to be here 
and in a group setting it’s fine… I’m just like, it’s fine! But “Just do it!”
Williams:  Just do it. And sometimes I feel like by the time we’ve gone around the 
circle I have nothing else to add.
Neideck: Yeah, yeah, exactly!
Williams:  Like, “Uhh…I just felt like all of them.”
Neideck: “I don’t know what my feelings are anymore.”
Williams:  Yeah! “I’m so confused right now.” Or sometimes yeah, sometimes it’s 
just not even in it and it’s cool, yeah.
Neideck:  Interesting. Okay.
Williams: Oh? We’re done? 
Neideck: I think we’d better leave—
[END]
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Neideck:  It’s 4:26 on August the 20th, this is Jeremy Neideck conducting an entry 
interview with participant B3. That’s you. The first question is: could you let me 
know your name and also your role on the Deluge project.
Walters:  David Walters, a lighting designer.
Neideck:  Great. Is there anything that you didn’t understand about the Participant 
Information and Consent Form?
Walters:  No, it’s fine. Go for it.
Neideck:  Okay great. So the first question is how long have you been associated 
with the project?
Walters:  You could probably tell me better than I can tell you actually.
Neideck:  I think we approached you a couple of years ago actually, initially and…
Walters:  There’s been a lot of talk about the possibility of it, the reality of it wasn’t 
until earlier this year that it was actually confirmed and then we had our first meet-
ing down in Kelvin Grove, at a cafe in Kelvin Grove, quite a while ago where I just 
had a big rave to you, really, didn’t I?
Neideck:  Yes, April or May, I guess, yes.
Walters:  Yes, it was, yeah earlier this year.
Neideck:  So, what do you think or what do you understand about the creative 
goals for the project or for the work?
Walters:  Well, it’s certainly to create a piece of theatre – that’s the ultimate goal. 
It’s a very specific piece of theatre as much as it’s cross-cultural. So it’s actually 
looking at blending at least two cultures into a single piece of theatre, the cultural 
backgrounds of both of those. And it’s also a multimedia piece in as much as it’s 
combining movement and voice and visuals and sound. So it’s using a spectrum of 
theatrical means of storytelling.
Neideck:  Great. Some of these questions seem a little bit obvious, but what creative 
skills do you think you bring to the project?
Walters:  Obviously, lighting design, that’s been my profession now for 35 years. 
But associated with that also, one of the things that I enjoy doing is working at a 
dramaturgical level, so I tend to work in the early days of the design with the dram-
aturgy of the piece because all of my lighting designs have a dramaturgy, this is 
really… there’s a lighting dramaturgy and unless it correlates to the dramaturgy of 
the piece it doesn’t work. So I’m always very keen when I work on a piece irrespec-
tive of whether it’s a piece of classical theatre written by Shakespeare or Chekhov or 
whether it’s, as in this case, a devised piece of theatre being produced for the first 
time. I’m always very keen to look at the superobjectives and how we’re achieving 
them.
Neideck:  Yes, great. What would you say your strengths are in terms of collabora-
tive skills or social skills in terms of working in a team or in a collaborative team?
Walters:  I guess I have an interesting background in as much as I… my strength 
or my forte is literature, it is where I grew up as a reader and I’ve always appreci-
ated good literature. I am a trained scientist and I’m also a trained actor, so that my 
background allows me to communicate to a wide range of people at a fairly highly 
professional level. So I can talk to technicians, with the same ease as I can talk to 
directors or choreographers or composers. I can talk to actors with the same level 
of communication as I can to technical managers or to a manufacturer. Because I 
have that sort of background it does enable me to talk to a wide range of people at 
a fairly sophisticated level and feel fairly comfortable. And I guess the other thing is 
that I have a good command of language so I use language to communicate and yet 
my tool is a visual one so there is an interesting cross-over there, too.
Neideck:  Okay. Have you ever travelled to Korea before?
Walters:  Yes, I have, never for professional reasons, purely as a tourist and that’s 
largely because half my other life is on the other side of the world in Iceland and 
Iceland is so far away from Australia but you can virtually choose any route you 
like to go there and on a number of vacations we chose to go through Seoul so we 
actually stopped for a couple, or two or three days as stop overs on the way to and 
from Iceland.
Neideck:  Oh, okay. How familiar would you say that you are with Korean culture?
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Walters:  Not familiar; is to be genuinely honest. Only a very very superficial level 
of understanding.
Neideck:  Is this the first time that you have collaborated or worked with Korean 
artists?
Walters:  Indeed, yes. Well, I should qualify that. Obviously some of the artists I’ve 
worked before are Korean, for example the girl that’s singing the lead in La Boheme 
is a Korean singer and one of the performers in this piece I’ve worked with before, 
on another piece but that was all within an Australian context, they were simply 
Australian performers of Korean origin in that context.
Neideck:  Yes. So this question, it may be very quickly answered then, but do 
you get a sense or do you have any understanding about any differences between 
Australia and Korea in terms of creative processes or work ethic?
Walters:  To be honest, the answer’s no. And that’s largely because in this piece 
here which was my opportunity perhaps to experience that, I haven’t really worked 
with the Korean artists at any great level yet, which is one of the reasons I was 
really looking forward to rehearsal because I feel that a lot of our preliminary 
work has been done very much within the Australian context of things, and I am 
genuinely interested in learning and understanding the other aspect of it, and I’m 
deeply aware that so far I don’t get a sense of that having filtered into my work on 
this project yet, and I am looking forward to that enormously.
Neideck:  Opening that up a little bit wider, do you anticipate any challenges or 
difficulties during either this process of collaboration or maybe you had before, 
working with others from a different cultural, linguistic or ethnic background?
Walters:  To be honest with you, I’ve had the best experience working with others 
of a different cultural or linguistic background. And that’s largely because my expe-
rience to date has been that the language of theatre, the language of story telling is 
fairly universal, provided you, don’t let things get in your way. It actually, if you can 
get down to the nitty gritty of what we’re doing, we talk of very similar language in 
all cultural backgrounds. It may be that my experience is extraordinary. When you 
don’t expect it you find that you’re communicating at a level that you don’t need 
language, you have your own language that both of you understand, or each of you, 
whoever has been participating.
Neideck:  Moving towards the end of the interview now, are you able to give me 
a description or definition of your understanding of metaphor. That’s a huge 
question and we could rant for ages though…
Walters:  Yeah. Uh…
Neideck:  And if it’s more useful to frame it in context, the second part of the 
question is “How has it been useful or has it been useful to you as an artist or as a 
maker”. If that is your way in.
Walters:  Well, look it is a very hard one to answer. If you actually question deeply 
what precisely metaphor is; it’s a way of substituting that enables understanding. 
If I kind of try and think of it then, at its simplest, or most precise, what it is… 
Obviously that’s metaphor - we use the word all the time in the theatre and from 
my point of view in design when I’m discussing how do you design a piece, what 
you’re looking for is a visual metaphor that best encompasses precisely what that 
playwright is trying to say. So you need to understand what is being said and then 
- if I’m talking about my actual approach to design - how visually we can find the 
way of communicating that, that best substitutes what the author or the playwright, 
or whoever it is that’s devising the piece is trying to say. 
Having said that, what is really interesting in terms of light is that we use light itself 
as a metaphor for understanding. There is this philosophical concept that the best 
way to describe thinking and understanding is usually in terms of light. So we’ll say 
“it dawned upon you”, or “he’s a bright spark”, or “the light of understanding”, or “it 
suddenly was illuminated for me”. Even the word ‘imagination’ comes from ‘image’. 
There is so much in the way you actually use light as a metaphor for thinking and 
understanding that it’s… in my world there’s a double play; whenever I’m using 
light as a metaphor, it’s both in terms of helping to understand the play but it’s 
also in terms of understanding. Even the word ‘epiphany’ comes back to light, it’s 
something that you can see through, it’s almost the same as in fantasy. So metaphor 
for me is something that is vitally important and quite essential to what I do, and 
if you’re going to understand poetry or some of the more abstract writing forms 
you’re absolutely going to understand metaphor and the use of metaphor and I’m 
always delighted with the skilful use of this.
Neideck:  Yeah, great. That’s quite comprehensive. Now this is quite presumptuous 
of me, but what is the thing that most excites you about the project that we’re about 
to, or we have been working on already? Let us presume that you are excited.
[LAUGHTER]
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Walters:  Look, if I’m honest, really honest, I’m a bit of a mercenary in a way in 
as much as the nature of my work as a freelance artist means that I take work with 
a lot of different people doing a lot of different things rather than doing my own 
projects. I’m always working for somebody else. Having said that, what that does 
enable me to do is for each project I work on, I work to the very best of my ability 
to make that project work and so what’s essential for me and within that process is 
understanding the person who is driving it. It is understanding what they’re trying 
to do so that I can best able to help them in realizing that. In this one what has 
been interesting or exciting is working with you, obviously, and probing your mind 
and getting you to communicate to me what ideas have been driving you on this 
and then trying to work with you on saying, okay theatrically how can we realize 
that, how can that happen. And what has been exciting about that is perhaps your 
preparedness to go with me, to actually go on that journey with me and answer 
some really difficult questions, some really hard questions and incorporate the 
subsequent ideas that come from them into your work. I find that fulfilling rather 
than exciting, it’s, I enjoy that level of collaboration.
Neideck:  Great. I guess the flip side to that is, what would be your greatest concern 
going into this stage of the project?
Walters:  Look, I always, with every project you will engage on, if you knew it was 
going to work from the outset you probably wouldn’t bother doing it. And if I’ve 
been doing this work as long as I had and I knew straight away that this wasn’t 
going work. What I’m excited by is, I know that we’ve got a fertile bed of ideas and 
we’re at a phase now where we’re actually going to bring the performers into those 
ideas. So that’s both exciting and slightly nerve wracking because the knowledge 
that any one of those ideas doesn’t work in terms of the building blocks of the piece 
can weaken the foundation or you’ve got to rethink things instead. There is a cer-
tain nervousness or trepidation about, “okay if this doesn’t happen then how do we 
solve that?” There’s also just the whole pragmatics of restrictions of time and also to 
be really brutally honest is that it would be nice not to be worried by the pragmat-
ics of having to earn a living so that for a project that you really enjoy doing you 
can devote yourself entirely to that. The day to day life of a freelancer now these 
days means that by necessity have to take on a large number of projects, many of 
which overlap and sometimes clash quite badly and so that you can’t give yourself 
to a project as much as you would like to. And that’s certainly the case in this one 
and I’ve been very upfront about that from the start, this is a very busy period 
to me so I’ve got a lot of different irons in the fire so each one of those requires a 
hundred percent devotion for a certain amount of time and then you have to swap 
between them. So, yeah there’s a trepidation about the time I can give, it was the 
trepidation of ideas not working but an overall sense that it’s a journey that I’m 
really worth looking forward to working on…
Neideck:  Is there anything that you would like to know about the project? Now, 
my question is “before we start work” but we’ve started work quite comprehen-
sively. Is there anything at this stage that you don’t know that you think that I could 
help with?
Walters:  Perhaps the thing, it’s my fault entirely, is that I simply haven’t pur-
sued the Korean input. And I feel that given that that’s one of the objectives, the 
cross-culture nature of it, I’ve been blind to that aspect of it and haven’t pushed 
you or haven’t involved myself with that aspect to a level I really should have. And 
so that’s one area that I think in the course of the next few weeks that I really am 
interested in listening and hearing to that, otherwise I get nothing from it in that 
sense, it’s sort of, if this is going to be a cross-cultural learning then it’s no good 
me doing all the… I need to be hearing and listening and understanding the other 
cultures.
Neideck:  That’s very interesting because, I mean, that project has had a long his-
tory in that it started as a partnership between Korean and Australian artists. But 
the pressures of living, having to go back to Korea and then coming to this final 
phase where we’re bringing associate artists on board but our poor Korean friends 
are still in Korea and then… It is this week that the lights turned on, like, “oh yeah 
we’ve got all these kind of Australian, mostly white Australian artists…”
Walters:  And ideas.
Neideck:  And ideas working on the ground…
Walters:  Yes.
Neideck:  But once again, it is so exciting to get the rehearsal room and get them 
on…
Walters:  Yeah, which is, that’s the crucible, that’s the melting pot, that’s very 
awesome.
Neideck:  And the last question is, do you have any questions about the interview 
or what we just…
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Walters:  What are my royalties if it becomes famous?
[LAUGHTER]
Neideck:  I don’t… Well if you read the thing there’s no benefit, expected benefits 
to you in terms of financial…
Walters:  No, I simply wish you well with you doctorate and I’d like to think I was 
able to be of some assistance as well.
Neideck:  Yeah, of course. Yeah, no it’s been, I mean I was talking to Mark Radvan, 
and he was like “at this stage of the project you just need to find the joy” cause 
you know, when everything feels like it’s, well the joy is the new input and the new 
members and so that’s like what this year has been. I think I’ve done this project 
for years now, what more could I possibly have to give but no… So I like it when 
everyone interrupts my process at this point and that’s really fresh and exciting and 
it’s actually, because without talking to you about the project, the show that we do 
would be completely different.
Walters:  Yes, each artist brings their own. And I mean that’s the joy of doing what 
we do, otherwise you’re an individual artist or sculptor or painter, you’re a com-
poser or something like that and you work in isolation. That one of the joys of this 
process and the difficulties is that it is collaborative, very much so, and it depends 
on everyone, what I always say is that it works if the whole is greater than the sum 
of it’s parts so then we get all these really interesting people contributing and then 
somehow with that all them together and supersedes it becomes it’s own entity and 
that’s the real measure of success.
[END]
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Neideck: This is principal researcher Jeremy Neideck with participant A1 Park 
Younghee. Younghee…
Park: Hmm?
Neideck: What was the thing that most excited you about this stage of the project 
before we started?
Park: This project was the very first international collaboration work for me 
with Australian artists particularly. Before this project, yes I did work with inter-
national artists in Seoul for children’s theatre, but this project particularly, was the 
first project [that I] collaborated in Australia, not in Korea, and in a completely dif-
ferent environment and in a different language and culture. So it was a huge chal-
lenge but at the same time, those facts made me really excited about this project.
Neideck: What would you say your biggest concern was about this stage [of the 
project]? We’ve done one, two, three, four, this is our fifth time. What would you 
say your concerns were going into this one?
Park: Mainly there are two things. The first thing was the communication, of 
course. Even though I knew most of the participants before we started this project, 
I found when we actually are in work[ing] process, there was always some kind 
of confusion and miscommunication. So that’s one big thing I [was] concern[ed 
about]. The other one was when we started this project, it was heavily based on 
butoh practice, but I quite frankly before this project, I had no idea about butoh 
particularly, and also I had a huge prejudice about butoh. So it made me quite 
nervous - not concerned – nervous. And at the same time, I had no idea how and 
where we [were] going to end up, but during the process I found there are lots of 
similarity [with my practice] and interesting elements in butoh so in the end I was 
quite happy.
Neideck: I know that we’ve talked about this before, but could I bring it up again? 
So what do you think your concerns about your prejudice about butoh came from? 
And also you just mentioned there are similarities there… are these to perfor-
mance styles that you had some training in or that you know about? So I’m won-
dering if you could talk about that quickly?
Park: For me, butoh was too abstract in general. Maybe I’m a more like a 
person who needs something more understandable and enjoyable. For me when 
we started this project, I couldn’t find some strong hook to enjoy butoh, because 
the imagery, images look beautiful but however for a person like me, it was a little 
bit difficult to find some hook which made me feel comfortable and enjoy this kind 
of art. But however later, during the work[ing] process, I found huge similarity of 
image work. One of my practices is p’ansori, as you know, and p’ansori is [what] I 
often call a voice painting. A way of painting by vocal[isation]. The approach to 
make the sound, [has] huge similarities with butoh. When we worked with butoh, 
we kind of think about a very specific image, and then we move into some abstract 
world. So I found it quite interesting. And sometimes even though you’re not… 
I’m not a, you know, professional dancer, but however it just gives me some free-
dom and flexibility to work [with] heavy physical things through butoh. So yeah, I 
found this quite interesting.
Neideck: How do you feel now that this stage of the project is over?
Park: I think now finally we kind of hit the point [where] people could see 
this [work] as a proper performance, but I think [that] there is even more huge 
potential coming up. Surprisingly, when we met the Korean audience this time, 
they found a huge, how can I say, commitment with… there [was] such a trag[ic] 
accident in Korea, the Sewol ferry disaster, but when we made this show, we didn’t 
put [anything] from that case [into the work] but however, when people who have 
huge trauma by water, people put their experience and hurt and reflect their expe-
rience onto our work. I think this work started from Jeremy’s personal experience 
in Brisbane, but however this show has even much more longer life particularly 
[for] people who have sad and traumatic experiences by water. We could actually 
deliver this work anywhere, to any audience, so I think this show has even more [of 
a] future, and there are lots of things we can develop more further.
Neideck: After doing this cycle, or this 5th development of the work, do you have 
any more ideas about the differences between the way that Australians and Koreans 
make performance? Or the way that the differences between an Australian way of 
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working and a Korean way of working?
Park: Well maybe, you know when we started this project, particularly the 
first and second development, I struggled quite a lot because of how we ma[de] 
the performance - the approach was quite different. Maybe one of the reasons was 
in Korea, we don’t have creative development. We don’t have that system. So for 
me it was big shock when we started this project. Everybody just kind of brought 
up their ideas, and it was more like [making] an idea installation rather than 
performance, or showcase. So in the actual process, it did make me feel incredibly 
nervous because for most Korean artists, if you have to perform in front of the 
audience, it doesn’t matter. It is a performance and you’ve got to deliver something 
really decent and something completed. So the first and second development, I was 
quite worried and nervous because I thought we hadn’t made a final product, but 
still we have to show something for the audience. But now I feel much more com-
fortable with that process. I mean, in different ways, there are good things and bad 
things. So as a Korean artist, when I make some work in Korea, you work inten-
sively hard like one month and a half [or] two months. No matter what happens, 
you just complete your work and deliver into the actual venue. But in Australia, 
you have more time and people have more patience [with you] to complete your 
work. So my brain does work in a different way, and I think it’s kind of a nice way 
to generate my ideas for a long time. There’s a space [for me to] look back and 
think back and then fix [to find a] better way.
Neideck: Yeah. What do you think of the good or the bad things about collaborat-
ing with artists from different cultures, different languages, or different art forms? 
Did you see a point in our process [that used] any of the good things, or did we 
find ways to make the hard things better?
Park: I won’t say [there were] bad things, but absolutely there’s a challenge 
because first [of all] the language. Even though we know somebody very well for a 
long time, when we actually start to talk about the work there are whole bunch of 
miscommunications that just happen. And so therefore it just takes more time. So 
if we work in a quite a luxurious timetable, that actually feels better, but when we 
have a very tight schedule, it just brings up a whole bunch of intensity and nerv-
ousness because everybody wants to make a good work and everybody wants to 
know each other better, but because of the short time period the whole tension is 
growing up. But when we have enough time to know each other, and understand 
[the different ways each other work], it’s much better process I found. But at the 
same time, even though when we have very tight schedule, when we hit the end 
of the process, we always feel huge pleasure or achievement because everybody 
works so hard to make one thing as a group. So it’s a great reward, but particularly 
for international collaboration work which contains different languages, different 
nationalities and culture and so on, you’ve got to have enough, time because phys-
ically, it takes more time when you work together, and you need to give a space for 
every single person to digest everyday’s process.
Neideck: In this project we were also working with people with very different 
skills, very different backgrounds, different training. My question is how do you 
think that went, and what do you think brought tension or how were the ways that 
we got through that?
Park: Sometimes yes, I mean sometimes there’s a spark because everybody has 
their own talent, or skills, so everybody looks at things in a totally different way. 
But for me, the great thing about this project [is that], everybody just opened their 
hearts, and opened their skills, and made opportunities for each other so [that] 
we [could] share [all of our] ideas, and we had no fear to learn from others. So 
if we just were being really stuck and being bossy each other, it could have been 
a really horrible experience. Even now, I’m seeing other projects where people 
want to make a good work but their, I won’t call it their ego, but they have very 
strong experience and skills and different backgrounds. Sometimes people just 
believe “this is the right approach and this must end it up like this way” but it’s not 
necessarily as if there is one right answer. So through this project, I met so many 
different artist like Hoyoung who has very strong martial arts and mind and [I met 
a] hip hop dancer and butoh dancer and contemporary dancers, but they were all 
ready to share their skills and they were all ready to learn. So when we found some 
crash moment, we immediately try to learn and just dropped [our] own things and 
tried to learn [from] others. So that kind of attitude actually was one of the major 
keys for making this show successful, I think.
Neideck: Okay. How do you think that you fit into the Deluge team? And what 
kind of creative or collaborative skills do you bring to the project?
Park: Well, I think one of my main skills is singing. I practiced (trained) quite 
heavily in p’ansori for nearly 5 to 6 years. Not as a professional, but I mean, in com-
parison with other artist, I won’t call myself as a professional dancer but however 
I could move and I could use my own traditional mask dance skill and traditional 
dance skill. But I feel I contribute more as a singer and I am more performative as 
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an actor. I really enjoyed the process with me and Jeremy and Hoyoung in the third 
and fourth creative development. We did a huge kind of research and workshop 
to find [the] vocal journey, and to find our own language, the vocal language. So it 
was big challenge, but I think my practice from p’ansori was quite useful to do that.
Neideck: Ok. So moving on to the second section of the interview. This is about 
the process of making the show. What did you most enjoy during the rehearsal 
period?
Park: I already told you about sharing different skills.
Neideck: Yeah.
Park: It was just a glorious experience. So therefore, even though I’m not a 
professional dancer, still every day’s rehearsal was enjoyable, and still everyday I 
learned something from other artists and I contributed my own skills, and then I 
could reflect (project) something onto the work, so I really enjoyed that.
Neideck: The next question is: what did you find the most frustrating during 
rehearsals?
Park: Let me think.
Neideck: You don’t have to just choose one. Hahaha!
Park: Hahaha! Actually well recently in the fifth development, I had an injury. 
It was quite frustrating but at the same time, while I’m watching, I observed [the 
others] from the audience’s seat. I learned and I saw so many things. So at the 
end, I felt quite sorry for our team but however, it was really useful experience. 
But like in the very first creative development, many days, I felt quite tough. It was 
challenging in the very first creative development because I didn’t really under-
stand what was going on and I wasn’t really feel comfortable with other members, 
and there are so many new people I just met and I didn’t really understand what 
our director wanted to achieve through this project, so a whole bunch of, lack of 
information and lack of understanding each other. It just made me really frustrated 
sometimes but once I started to understand and know more of the other members, 
it got much better.
Neideck: Ok, great. Has your comfort with using movement to explore abstract or 
expressive ideas changed through the project?
Park: Yeah definitely, because I must confess this is the very first kind of 
dancing project in my whole career. Yes I mean, I danced a lot in my ex-theater 
company’s productions but it was mostly based on Korean traditional dance or 
contemporary dance and jazz dance, but not like this kind of movement. So I won’t 
[talk about] this show [as if it] is a dance piece. It’s more like physical theater, more 
close to physical theater. But it just gave me huge confidece as a performer like, 
“ok still I can move” - not like other professional dancers, but however, I can create 
some interesting movement, and interesting image as a performer on the stage. 
And also, it just gave me a big task to do more physical training. So yes definitely, it 
helps a lot.
Neideck: Would you say that you’re comfort with using the voice to explore 
abstract, or expressive ideas has changed at all?
Park: Yes. I trained for 6 years in p’ansori, but I never teach, and I never 
imagined I could use this skill in this type of performance. So when Jeremy sug-
gested [that we] find our own language, I was actually quite scared and freaked 
out, because I didn’t know how to do it. So it was really a great experience to just 
look back on what I learned, and what our teachers and masters taught me, and 
I started to analyse the whole learning process for the last 6 years. It was a huge 
challenge but however, I realised that I [have] learned this type of art vocal art 
form, I didn’t want to be a p’ansori singer, but I learned a whole bunch of things for 
my acting and performance. So when I switched, it clicked on that channel in my 
brain. I started to find so many different elements, and the different ways to use the 
skill in the show. At that point I found [that] I think I can understand what Jeremy 
[means when he says that] butoh is kind of like body drawing though a strict image 
and actually p’ansori is something like that. So it was quite an interesting journey, 
definitely.
Neideck: Great. Moving on to talking about the creative work. Before we started 
this year’s version, do you think that you understood the creative goals of the pro-
ject well?
Park: I think so because with Jeremy and the key performers, collaborators, 
we’ve been constantly talking about what we want to achieve and so it was for me 
was very clear. So because of that reason sometimes I felt a little bit bossy. Hehehe! 
Because I kind of knew what this project wanted to achieve, so I felt a little bit 
sorry for the director but however yes, yes. Hehehe!
Neideck: Hehehe! Great so what was Daehongsu Deluge about for you? There’s 
kind of a couple of parts to this question. So what was it about for you? The first 
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sub question is, did it change between rehearsal and performance? And the second 
is, did it change between Brisbane and Korea? So you can answer that any way you 
like.
Park: Ok. So the first question was?
Neideck: Yeah what is Daehongs Deluge about for you? What does that mean for 
you?
Park: Ok. Well, personally this project big for me, my first big stamp as an 
independent artist. So this is my first proper international collaborative project 
and I’m very happy that this show now has a more longer life in different coun-
tries. Second, if you ask me I would say, this show is more like a modern form of 
gut. So yes, this idea started from Jeremy’s personal experience but however, as 
a Korean, I’ve been watching every summer, people die by huge floods in Korea. 
And recently, more than 400 people drowned in the ocean by a ferry disaster. More 
and more, year by year, it has became more personal. Finally, this year the whole 
actual show has more clear structure and we didn’t actually mean to make this 
show exactly the same as a gut but however, we’re inspired from that quite a lot 
and the audience, they had no idea how we worked during the process, but they 
actually picked it up quite well. I’m quite proud of that and in Korea and Australia, 
the audience kind of felt similar emotions, which is we call “han” Koreans call han 
but I know in English Western culture they don’t have such a one word to express 
that depth of sadness and happiness. But however, whenever I have a conversa-
tion with the audience in Brisbane, they actually explained it in pretty much [the] 
same [way] as a Korean. So, I think we kind of created, a gut but however a mixed 
culture type of gut which not many artists can do.
[BREAK IN RECORDING]
5.46pm
Neideck: Okay. So, we talked about many different kinds of dramaturgical layers 
during the rehearsal. You can answer very quickly because this is the second time 
I’ve asked you this question. Which of those were useful to you as a performer?
Park: Jeremy brought particularly the structure of gut, and also this time it was 
much more clearer the human being’s journey. There was a woman’s character, but 
that person represents [all kinds] of human beings. So those two big things side by 
side worked quite well. There was a woman’s journey in the very first development 
but however, I think it was much clearer this time. But I think maybe later, I think 
those kinds of relationships, particularly the human and the gods, those relation-
ships we could make stronger and much clearer.
Neideck: Sometimes we talked about performances of the show that felt good or 
bad, especially once we got to Korea and we had some time to relax a little bit, what 
would a bad show of Deluge feel like and what made it a bad show or not as good?
Park: I feel because most of the physical images [were] quite abstract, I think 
there’s a dangerous point when we feel like, ah, now I feel I’ve learned this move-
ment and it feels quite familiar now and that is, for me, quite a dangerous point 
because most of choreography started from a specific word, or a specific image or 
sometimes quite abstract images. So it takes more time than contemporary dance 
choreography. We put lots of effort to make some simple movement. There is a 
lot of thought behind that. But when we feel like, okay, “one, two three”, I think I 
know this movement, then suddenly the movement just [loses] the life of itself, and 
it looks even more abstract, and then this show is not a show. You, and the per-
former, and the audience [should] interact all the time So, if you just get too famil-
iar and not fresh enough yourself, then it is very easy for the audience just lay back 
and think, “yes, it looks beautiful, but I don’t get it.” Before I started, I felt, “Ah, 
I hate to do something too arty.” For me that means, in other words, I don’t like 
[performance to be] too much abstract. Therefore, audience cannot enjoy [it]. But 
I found, through the whole process, I found yes, there’s a [certain] audience who 
can appreciate and enjoy this kind of work. Sometimes when I watch something 
really abstract but still if there’s very strong kind of a hook, then my imagination 
stand [to go] even further [into the work]. So for this kind of work, as a performer, 
we should not feel like, “okay, I know this choreography now” [because] that is the 
most dangerous point for the audience and for ourselves too.
Neideck: Just then you mentioned this idea of a hook, what do you think were the 
strongest hooks that we had in Deluge for the audience?
Park: I think, particularly for Brisbane [and] the Australian audience, [there 
were] more physical signs. Like when you feel the air, the temperature, there’s a 
movement: you just raise up your one finger and feel the humidity. Those kinds 
of things. And also this time we added a scene with a brilliant laser lighting so it 
looks drowning people. It’s so simple - just light and body [that] makes some kind 
of beautiful image, but people immediately got the idea. Like, “oh my God yes, they 
transform from some strange water things and now actually they’re people and 
they’re drowning”. So for both countries, peoples had these very strong ideas and 
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feelings [that arose] from that moment. For Korean audience members, quite a lot 
of people said to me [that] the vocal work at the end with Jeremy and myself, it 
was quite interesting. Also, the image with a huge cloth from the backdrop. Quite 
interestingly, many Korean members immediately thought about like gut image 
and sometimes, it’s like an umbilical cord. The god is actually cutting the whole life 
of human beings. There are a whole bunch of different imaginations through the 
audience. But I think this time, not only just physical movement, but [through the] 
set and lights, there are lots of hooks for the audience.
Neideck: You talked a little bit just then, a little bit early before, but do you have 
any extra thoughts about the different ways that Brisbane and Korean audiences 
responded? I know that we didn’t do a feedback session in Brisbane, but we talked 
to many people that came. Do you have any comments about the different ways 
that the audiences responded in Brisbane and in Seoul?
Park: Brisbane, because the flood from 2011 is still quite recent, and we used 
quite a lot of simple physical mannerism of Australians. So many of the Australian 
audience [members] just immediately got the idea of the show, and afterwards one 
or two audience members just grabbed me and talked about their experiences in 
the flood, and they found even though our physical movement was quite abstract, 
it was very easy to get, and easy to reflect on their own experience through our 
physical movement. So it was quite stunning to hear from them. But from Korean 
audience, they responded more [to] the colour of light, for instance, and also the 
strong image of people drowning. And also responses from our vocal work because 
they felt [that] it’s somehow like sending a spirit to somewhere good place. And the 
recent disaster [has had a] huge impact on many of the audience members, even 
though they didn’t really experience [it first-hand]. It wasn’t a direct experience for 
them, but that incident gave such a huge trauma for the whole country so as soon 
as we show very simple images they just immediately made a link, [between] this 
work and the disaster, so it was quite fascinating to hear from them.
Neideck: One question that I forgot to ask was what did a good show of Deluge 
feel like? Like how did you know that the performance was going well?
Park: I don’t know what other performers feel, but for me when I don’t think 
about the order of the movement as a performer. And also for me. at the end there 
is a chance, [for me to] actually see the whole audience. Particularly the last scene, 
for me when I looked at their faces, their faces completely transform [from] when 
[we] start[ed] the show. It is such a great experience as a performer. When we did a 
bad show their faces looked quite puzzled, and sometimes looked a little bit bored 
and laid back [with a look on their face as if they are asking] “what’s going on”. But 
when we fully committed to the performance, their faces looked incredibly emo-
tional. So that’s how I felt.
Neideck: My last question is what do you understand about the word or the con-
cept of metaphor and do you find metaphor useful for you as a performer or when 
you make a performance, do you think about metaphor?
Park: Most of the time it’s useful but sometimes it makes me slightly more con-
fused. Particularly in this show, Jeremy was actually inspired by Judith [Wright’s] 
poem and that poem contains lots of metaphors. Some of the parts [of the poem 
are] visually quite clear, but some parts are very abstract and there are lots of 
metaphors, therefore it’s hard to understand what really he (Jeremy) wants to create 
through those things. But I think as a performer it’s something I should just chal-
lenge every time, because I think to analyse and re-imagine those metaphors to 
make a show and to make up live performance, is a lifetime challenge as a per-
former. So sometimes yes, it makes it harder whenever Jeremy explains metaphors. 
Sometimes I think I know what he’s talking about but when he brought us some-
thing very extra again big metaphors suddenly I feel “oh my God, I’m lost. I have 
no idea, maybe I was wrong”. But yes, it’s part of our job as a performer to try to 
understand, not understand, try to make it for that metaphor. To digest it through 
my imagination. Does that make sense?
Neideck: Yes. Is there anything else that you would like to talk about in regards to 
the project, like any feedback or any concerns or anything good or anything extra 
that you can think of?
Park: I think if we want to keep the show life longer, I think as an artist there’s 
a couple of things we could consider. This time I found that simple lighting and 
sound design could be a huge part of the ingredients of this show. So it wasn’t 
like the lights didn’t just show the performers, or the sound is there to make us 
distance. It was actually a really important ingredient of the whole thing. I think 
we could make it even more stronger and also for me, because we missed and we 
found our own physical language. And then my next goal is how can we make 
physical language more professional and more stronger because the quality of the 
movement, it’s just different comparison with other contemporary dance or other 
dance piece. But we just can’t say “this is just a physical theatre show”. I think we 
are some way in between dance and physical theatre. It is quite ambiguous but 
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however, I heard a couple of dance critics comment about this show. There were 
good positive sides and negative sides, but I kind of agree that the movement qual-
ity was quite raw, but it was easy for them to read all of the layers of deep thought 
underneath those movement, So they really appreciate that. But however, like with 
heavy dance practitioners, sometimes their background is so different from ours, 
they didn’t really get the idea about how we’ve been working together. On one 
movement we put lots of different ideas like Korean traditional dance and contem-
porary, hip hop and those kinds of things. It didn’t just come out, but people didn’t 
really necessarily understand. For us, I think we need to think harder or push 
ourselves harder to make each movement, physical journey more stronger because 
even though the great lighting and sounds helped, this is physical and I think that’s 
the thing. Also particularly Korean audience love to find a narrative, and they rely 
on narrative. We don’t need to make a very strong, obvious narrative but however. 
Anyway at the moment there is kind of an ambiguous rough narrative there, but 
for better communication with the audience, particularly Korean audience, it 
might be good to consider to revisit the narrative. Some bits maybe we can make 
more stronger, and some bits maybe we can just make it less. That’s one other thing 
we can make it better I think for the future.
Neideck: Do you think that Korean audiences rely on narrative more than 
Australian narratives?
Park: Yes.
Neideck: What gives you that impression? Just from talking to people, or from the 
work you have seen in both countries or…?
Park: Yes. It is quite fascinating to hear from both countries. Most of the 
Korean audience members when they talked about this show they started to make 
up their own story. For me it was quite fascinating to hear, because we didn’t really 
put any story in there. There is a person, and there is water, but it is more like a 
big kind of picture - the relationship between human beings and water and God. 
However, the Korean audience, they started to make up their own story by their 
own imagination. They started to [make a] kind of like collage from the images 
from our show. They made up their own story, and they were quite excited about 
that. Then they actually believed our show was what they imagined. So it was quite 
interesting. But the Brisbane audience, they knew there was no big narrative there 
but however, they really appreciated that we made very strong images through our 
experience, and therefore they could actually have a similar experience to their 
own real life, so yes.
Neideck: That’s interesting, the reason I asked is because from talking to the other 
participants, I think the perception of the Australian performers is that Korean 
audience can enjoy an abstract performance more than Brisbane audiences can. 
Which is the opposite of what I am hearing. That’s an interesting question to just… 
for me to think about and go “why is that?”.
Park: I think it depends on their own personality too, and own experience. 
But, for a general Korean audience, they still see dance as just dance. Physical 
theatre is not a really familiar genre for them. Koreans, we have a gene, like we love 
to sing, we love to tell a story, and we love to dance and it’s just in our gene. When 
[Koreans] see something very abstract, immediately our brain starts to work [to 
ask] what is the theme, what is the concept and what does this artist want to tell me 
and what is the story? Particularly in a theatre performance. So if they can’t get the 
story or narrative, they can easily be frustrated by that. But I think that the audi-
ence’s taste now is more changing, and they see lots of different work from abroad, 
so they have more variety, different taste. But for me particularly with this show to 
hear different responses, that’s how I felt.
Neideck: Yeah. Yeah. Okay. Last thing is do you have any questions about the 
interview?
Park: No, I don’t.
Neideck: Okay, thank you. 
[END]
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Deluge Cycle 5 Exit Interview - Tak Hoyoung
Date: 18 December 2014
Time: 5:00pm
Location:  Seoul
Interviewee: Tak Hoyoung (Participant A2)
Interviewer: Jeremy Neideck
Interpreter / Interpreter: Park Yejin
Neideck: This is principal researcher, Jeremy Neideck with participant A2, Tak 
Hoyoung, and our translator, Park Yejin. It’s Thursday, the 18th of December at 
5PM. How do you feel now that this stage of the project is over?
Park: 본 프로젝트 끝나고 나서 기분이 어떠신지요? 
KOREAN (How do you feel after this project?)
Tak:  그 이번 프로젝트는, 어, 실제로 하면 4차정도 되거든요. 4차 과정에
서 한국에서 했다는 게 굉장히 저한테는 새롭다기 보다는, 뭐랄까? 감회가 새
롭다 라고 해야 하나? 브리즈번에서 했을 때와, 한국에 했을 때 그게, 관객의 
차이점이 확연히 드러났던 것 같은, 확실히 다르다. 그래서 느낌이 새로웠다
고 할 수 있을 것 같고, 가장 큰 다른 점은 뭐냐 하면 호주 관객의 느낌이 flood
가 2008년도, 아니다 2011년도에 flood가 굉장히 심했는데, 그걸 기억하는 관
객이 많더라고요. 그런데 한국에서는 공연의 신선함, 새로움으로 그런 것들
을 바라보는 게, 하나의 현상을 봐도 나라마다 문화마다 다르다라는 것을 느
낄 수 있었던 것 같아요. 
KOREAN (Actually, this project is at stage [five]. Having the [fifth] stage in Korea 
was very meaningful and refreshing for me. I was able to witnesses the difference of 
audiences’ reception between Korea and Brisbane. So I could say, that experience 
was very new. But the biggest difference between 2countries I found was Australian 
audiences saw our show with the memory of big flood in 2011. But in Korea, peo-
ple see our project as different forms of performance as an experimental and new 
try. Through this experience I could feel that audiences can interpret same thing 
based on their own country.)
Park: Actually, this project is at stage [five]. It is really meaningful for him to 
do the stage [5] project in Korea because he witnesses the difference of audience 
in principal in Korea precisely so that’s why it is really new for him as a performer. 
The biggest difference being between Australia and Korea was that the perspective 
to view on Deluge especially most of Australian audience remember the flood that 
occurred in 2011 but Korean audience, they focus on the freshness of performance 
in new try of a performing project. He realized that – audiences, they accept same 
things respectively depending on their background.
Neideck: Great. We might talk about that again a little bit later. Next question 
I have though is, do you have any more ideas about the differences between 
Australia and Korea in terms of creative process or working practice?
Park: Is that – the point divided from the start point of the Deluge project.
Neideck: I think what I’m more interested is in this final season.
Park: Final season?
Neideck: Or not final, but this most recent season. Has anything changed in your 
idea about the way that different – Australian and Koreans work?
Tak:  그 전하고 크게 다른 점은 없지만, 새롭게 항상 새로운 멤버가 항상 
추가가 됐거든요. 한국이든, 호주 퍼포머든… 그런 새로운 멤버가 들어왔을 
때 그에 따른 프로세스는 항상 달랐던 것 같아요. 개인 예술가의 성향이 연습 
과정 안에서 성향들이 녹아난다고 해야 할까? 그래서 그 전하고 굉장히 달랐
을 텐데, 이번 마지막 섹션에 퍼포머가 굉장히 긍정적이라고 해야 할까요? 그 
전보다 파워풀 하고 긍정적으로 이번 프로세스를 참여한 느낌이 들어서… 
KOREAN (I don’t find a big difference, but each process of work was different 
whenever we co-worked with new and additional members who joined our team 
whoever that person was Australian or Korean. I guess it is because every individ-
ual artist’s personal disposition or tendency was melted on each project so it made 
things different? I supposed artists who were participated in the recent Deluge, they 
were pretty positive and powerful compare to the previous one because I felt in that 
way…)
Park: He doesn’t find the big change between the former one and the previous 
one and the recent one but he feels that every new project you guys added new 
members whether Australian ones or Korean performers or stuff like that. Each 
process was different in terms of atmosphere and disposition of artist – and the 
process and the procedure of collaborations or artists’ dispositions was melted…
Neideck: Melted?
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Park: Yeah, melted in the project so that’s why it brought the differences 
between each of the sections. Mostly in the recent project, most of the artists are 
comprehensively positive and really powerful compared to the previous one.
Neideck: Great. Do you find that there were any challenges or difficulties or any 
positive things in the process of collaborating to others from different cultures or 
different languages? For example, if we had some challenges, how did we overcome 
them or if there was something positive, like what?
Park: 이번에 프로젝트 진행하는 동안, 타 문화나 타 언어를 가진 아티스
트와 협업하는데 있어서 어떤 어려움이 있었나요?
Tak:  그게… 첫 경험의 차이가 있겠죠. 지금 벌써 4년 협업 작업을 하고 있
는데, 처음과 지금을 비교한다면 지금은 훨씬 더 편해졌겠죠. 이유가 뭐냐 하
면 결국엔, 얼마만큼 서로를 이해하려고 하는, 얼마나 마음을 열고, 어떻게 서
로를 바라보느냐… 결국은 어려운 부분, 부딪히는 부분은 문화라기보다는 개
인의 성향? 추구하는 그림이 다를 수도 있어요. 왜냐하면 성향이 다를 수 있
기 때문에, 거기서 오는 것을 마찰이라 표현해도 되는지 모르겠지만, 마찰이
라고 표현한다면 예전에는 해결하려고 하기 보다는 차라리 내가 더 Push하지 
않고 접는다 던지, 아니면 오히려 Push를 더해서 거기서 갈등이 일어나거나 
하는데, 지금 같은 경우에는 Push 를 한다면, 그 이유가 뭔지, 내가 왜 그렇게 
하려고 했는지, 아 이게 이해가 됐기 때문에 접을 수 있겠구나 그런 성향? 그
런 것들이 예전에 비해 조금 달라진 부분이 있지 특히 어렵다거나 그런 부분
은 예전에 비해 많이 느껴지지 않죠. 결국은 뭐냐 하면 경험에 의한 차이가 있
지 않을까? 
KOREAN (I suppose it is from the first experience. We have been collaborating 
together for four years on this project, and I can say that I am much more comfort-
able now than at first. I think the key is that we now try hard to understand and 
see each other. The biggest challenge is not from our cultural backgrounds, it is in 
the disposition and character of every individual. I don’t know if the best way to 
describe this is “conflict” or not, but I will use it out of convenience. At first, when 
I encountered conflict, I would either avoid an argument entirely, or push my own 
ideas aggressively to escalate the situation. But these days, my attitude has changed. 
Now my first reaction is to think “why do I want to do this” or, “now, I understand 
the reason that I think like this, so I can move on without pushing others”. This 
is an improvement on the way I have worked in the past - I don’t have the same 
difficulties that I had before.
Park: 좀 궁금한 게 있는데, 그럼 이유에 대해서 설명을 한다는 말씀이시
죠? 설명을 할 수 있기 때문에 조금 달라졌다? 
KOREAN (So now you explain the reason when you confront some issues or diffi-
culties? So that make things different?)
Tak:  그렇죠. 예를 들면 제레미 하고 저하고 작업한지 1년밖에 안됐어요. 
그런데 제레미가 요구하는 게 있다고 하면, 의심을 가지고 물어보는 게 아니
라, 일단 해보자 하고 했는데, 결과가 좋으면 좋은데 결과가 나쁘면 물어보지 
않았다는 것에 대해서 불편함이 계속 남을 수 있잖아요. 그런데 그걸 왜? 그게 
공격적인 게 아니라, 진취적인, 우리가 올라가고자 하는 것에 가깝기 위해서 
올라가는 거라면 저는 후자의 입장이라는 거지요. 그 많은 관계가 중요하다
는 생각이 들었어요. 
KOREAN (Yes, for example if I think about the time when I had only worked with 
Jeremy for one year, if he was to ask or request something form me, I wouldn’t ask 
him the reason or share my doubts or curiosities, I would just say “Yes” to give 
it a go. But imagine if the result had turned out bad. In the end, I would remain 
indifferent. But if I take the attitude of asking ‘why’, of questioning in a progressive 
manner, things can change. So this is the viewpoint I take now - I consider rela-
tionships to be incredibly important.)
Park: He said, you guys have been working together more than four years, 
almost four years and if he compares the first stage and the recent stage, he feels 
that now he’s much more comfortable because you guys already know each other 
and you guys are already open, you guys mind, do whole process of experiences. 
The biggest challenge is not from the cultural background, he thinks it is from the 
disposition of the person, every individual.
Neideck: A person’s character or disposition?
Park: Yeah, person’s character. Maybe he can describe it as conflict. For the first 
time, he didn’t try to solve the conflict. He swallowed what he wanted to speak or 
something like that, or he could try to push the things to make the conflict bigger. 
But now he can explain to you guys what is wrong or what is right or what he’s 
thinking to approach you to the project or something like that. In that point, he 
doesn’t have any hardship, not any more compared to the first stage. He empha-
sized the importance of relationships as well.
Neideck: I know it’s been a long time but – I’ve interviewed you maybe two or 
three times already, maybe two times already and I remember at the start of this 
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cycle, at the start of a part of this project I asked you the same question and you 
gave similar answers that it’s more about our character and our relationships rather 
than cultural or language. Is that something that you’ve realized since the start 
of this project four years ago or did you already understand that idea before we 
started Deluge?
Park: 여태까지 2~3번의 인터뷰를 했는데, 처음이랑 똑같은 대답을 했다
고 합니다. 그걸 처음부터 이미 알고 계신 건지, 델루지를 하면서 다시 재 컨펌
을 하게 된 건지요?
Tak:  이미 알고 있었던 게 맞는지 모르겠어요. 아마 이미 알고 있는 것이 
맞을 거에요. 하지만, 이제 좀 더 강해졌다고 해야 하나? 작업을 하면 할수록, 
이것도 예가 될 수 있는지 모르겠지만, 델루즈는 물론 기본 멤버가 있어요. 그 
상황에서 다른 멤버가 들어왔을 때, 기본 멤버가 있기에 추축이 된 분위기가 
있다면 그걸 쉐어할 수 있는 그런 게 있다면, 이건 우리가 이미 가지고 있는 거
지요. 만약에 내가 제레미가 아닌 다른 사람과 작품을 하게 된다면, 지금 제가 
이야기하고 있는 문화와 이런 것 보다는 개인이 가지고 있는 성향이 굉장히 
중요하다. 하나의 말로, 이게 맞다 고 할 수 있는 없겠지만, 지금의 내가 제레
미의 질문에 대해 노말하게 이야기를 한다면, 그런 생각이 조금 더 강해진 것
은 사실이고, 그렇지 않은 상황에 놓여있을 때는 장담할 수 없다. 
KOREAN (I am not sure I already knew this, probably yes. But my assurance is 
stronger than before. As I work on ‘Deluge’ more I notice this. We do have board 
(core) members in our Deluge team who have never changed, in that situation 
when we have additional artists in our team we could share the atmosphere and the 
notion we’ve already built. But if I have to work with other people not with Jeremy, 
I can say each person’s personality or disposition is way more important factor 
than the cultural difference. I am not saying this is the unconditional principle, but 
I gained strong assurance through this.)
Park: Maybe he thinks that he already knew about it but as the whole process 
was going, step by step, he gained assurance of his answer. In the Deluge project, 
in working with you, he thought that you guys are core member but in the pro-
cess you guys are aiding other artists step by step and then you guys can share the 
atmosphere of Deluge project or the family atmosphere or feeling. When he comes 
to the other project collaborating with other artists except Jeremy or the Deluge 
project, he’s not sure that he can answer this question. I have [INAUDIBLE] what 
he explained before.
Neideck: It’s interesting because I think that many artists have naive ideas some-
times that if I meet another artists, we can just naturally work together because we 
are both artists or we are both people, communication should be easy and then, 
we realize especially in this kind of project that we have to think about cultural 
background, different working practice, different way of society like Korean society 
is different from Australian society. We try to understand those and communicate 
those things to our team but then once we move past there, sometimes the second 
trap is to say that all problems in the process are about these cultural ideas and 
what I hear from Hoyoung is, he’s feeling his –know it actually like it’s personal 
character. I’ve been thinking about this kind of cycle of naïve this meeting, then 
finally, some cultural understanding. You have to go back to just a human again 
but without that journey I don’t know if it would be a successful collaboration. If 
we just try to work together without thinking about culture but then after a while if 
you’re only thinking about cultural differences then you miss the point of working 
together. Does that make any sense?
Park: Yeah. Can you explain what was the last part if you …
Neideck: If you don’t go through this process, not that our process is the best, 
if you don’t try to understand somebody else’s culture or why they make some 
decisions or what they have [INAUDIBLE], then you can’t move past back to that 
person, back to just working with that person. I don’t think there’s any shortcut 
between. You have to go through maybe. I don’t know. It’s interesting to hear 
Hoyoung’s opinion.
Park: 이거 배우님께서 말씀해 주신 게, 흥미롭다고 얘기를 했고, 처음에
는 많은 아티스트들이 순진한 아이디어를 가지고 시작한다고 합니다. 우리는 
아티스트고 사람이니까 일을 함께 할 수 있다라는 순진한 발상을 가지고 시
작하는데, 이러한 다른 국가가 섞여서 일을 할 때는 배경이나 사회라는 것을 
다 알고 커뮤니케이션을 해야 하는데, 그 커뮤니케이션을 하고 넘어갔을 때 2
번째로 오는 챌린지는 문화적에서 오는 거다, 그리고 문화적인 것과 개인의 
성향에서 오는 것이라고 하네요. 이 프로젝트를 3개로 설명을 하자면, 첫 번
째는 굉장히 순진하고 아무 것도 모르는 이러한 발상에서, 두 번째 서로의 문
화를 이해하는 단계, 그 단계가 거쳐 지나오면 이제 다시 사람 대 사람으로 일
할 수 있는 단계가 오는 것이라고 설명했고요. 만약에 문화라던가 개인의 특
성이라던가 그런 것을 고려하지 않으면, 우리가 사람으로서 다시 사람으로서 
일할 수 있는 단계가 오지 않는 것 같다고 설명을 했고, 이 세가지 프로세스를 
가로지를 수 있는 지름길을 없다고 하네요.
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Tak:  I agree with you.
Neideck: The reason I say that is because when you have the conversation about 
why there is some conflict, some people have made their judgment or an assump-
tion – we learned this the other day – assumption about the cultural things…
Park: [LAUGHS] It’s okay.
Neideck: Like for example, this person got angry in rehearsal because this is how 
all Koreans react to this situation but then you go to another day or another time 
and this assumption is not right. It might be a little part of the truth, like it might 
be one way that one Korean will react to one situation but of course, not everybody 
is going to have the same reaction. That’s like you have to learn about culture to 
figure about it and then learn again just like never . . . Sorry, that was just my rant.
Park: 추측하는 것에 대해서 얘기하는 것 같은데, 우리 한국인은 이런 상
황에서 우리는 이렇게 반응한다 라는 식으로 많이 얘기하잖아요. 하잖아요, 
그런데 시간이 지남으로서 그게 맞지 않다는 걸 깨닫는 것 같다라고 하면서, 
블라블라블라~ 이렇게 얘기하며 마무리하네요.
Neideck: Might move on to the next question. Hoyoung, how would you say that 
you fit into the team in terms of collaboration or group dynamic? What do you see 
as your role in the Deluge team?
Park: 델루지 팀에서 작업을 하면서 본인이 어떤 역할을 하셨던 것 같아
요?
Tak:  한 것 같냐고 제 생각을 묻는 거에요? 
KOREAN (Did he ask my thought? )
Park: 네 
KOREAN (Yes)
Tak:  저는 개인적으로 델루지에 처음 작업부터 지금 작업까지 하고 있기 
때문에, 거기서 오는, 이것을 메이저와 마이너로 나눌 수는 없겠지만 저는 팀
의 일원으로서, 퍼포머로 무대에서 행위만 하는게 아니라, 이 팀이 어디까지 
갈까 하나의 목표, 우리가 목표가 있다면 앞으로 지향하게끔 할 수 있게끔 우
리만의, 델루지 프로젝트만의 하나의 팀으로서 다른 아티스트들이 와서 작업
을 같이 하더라도, 물론 굉장히 중요한 이야기인데, 그들이 왔을 때 그들의 성
향을 부시겠다는 것이 아니라, 팀이라고 하면 그 팀에 그들이 마음을 열고 그
들이 반응할 수 있고 그들이 왜 우리와 함께 섞을 수 있는지에 대한 고민을 같
이 할 수 있는 팀 멤버로서 역할을 하는 게 아닌가 생각합니다. 
KOREAN (Personally, I have been doing this work from the very first moment, 
even I can’t divide it as a major or minor, as a member of this team I join as a 
person who drives this project to reach our priority goal that we don’t even know 
yet, not only the person who performs on the stage. I guess I play the role as a 
team member, encouraging artists who newly participated to open their mind and 
react to us for dragging out the best result of our mixture rather than collapse their 
personal characters or dispositions to soak into our team.)
Park: He’s been working on Deluge project since the start. He can’t divide all 
artists as major or minor but he thinks that he doesn’t exist in these projects, only 
as a performer who performers on the stage. He thinks about what is the purpose 
of Deluge and how it has to be further, he always consider about it and he empha-
sized one of his opinions that whenever new artists come to the Deluge project, 
he doesn’t want to break the personal character of each artists and he just try to 
find a way how they can observe us without breaking the things. He thinks that he 
fit in the team as a person who help other artists open their mind.
Neideck: Yeah, I understand. Great.
Park: To make some harmony [INAUDIBLE]
Neideck: Peacemaker. Everyone is doing very well. The next series of question is 
about the process. Hoyoung, what did you find most rewarding or enjoyable during 
the rehearsal process?
Park: 리허설 하시면서 무엇이 가장 보람 있고 즐거우셨나요?
Tak:  결국은 퍼포머라는 게 창작이겠죠? 창작과정? 연습과정에서 새로
운 것들이 발견될 때, 예를 들면 우리가, 제레미가 연출가로서 어떠한 이미지
를 가지고 있어요. 구체적으로 가지고 있지는 않고, 하지만 연습과정에서 추
측하고 우리가 몸으로 표현했을 때, 몸과 이미지가 거기서 재창조되고, 제가 
말하는 건 무브먼트만이 아니라, 재창조되어 다른 이미지를 만들어냈을 때가 
가장 희열이 있었지요. 
KOREAN (I suppose performing is the creation, maybe the process of creation. For 
example, if Jeremy has an image of something as a director, but this doesn’t have 
any accurate figure yet, but we could draw it during our rehearsal process with 
movements. During that process our body and images are recreated. I don’t mean 
only the movement, when this recreated one makes different image, I feel this is 
very rewarding.)
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Park: Performing is the way of creating something so he got really excited 
when he discovered something new during the rehearsal process. As a dramaturg, 
is it?
[CROSSTALK]
Park: Jeremy as a director, he has an imagery of something and when he pops 
up some imagery or idea to the other performers or other member of the Deluge, 
they create that imagery with movement by using their body. When it com-
bines sports together, it creates really something new; image and movement and 
everything. When he discovered that point, he thinks that it is really worthy and 
enjoyable.
Neideck: Great. What did you find most the frustrating during the rehearsal 
process?
Park: 무엇이 가장 힘들고 답답하셨는지요?
Tak:  리허설 중에 따로 없었던 것 같아요. 시간에 대한 것? 결국엔 뭐냐하
면 어떤 창작물이던 그 시간 안에 결과물을 만들어내야 하잖아요. 결국은. 왜 
하필이면 지금 이 아이디어가 나왔지? 너무 촉박하니까… 어떤 프로젝트든 
간에, 프로세스는 거의 똑 같은 것 같아요. 프로세스라는 것이 우리가 흔히 알
고 있는 이야기의 플롯처럼, 프로세스 안에서도 기승전결이 항상 있는 것 같
아요. 제가타임을 이야기 했지만, 결과물을 만들어내는 아티스트들은 시간이 
조금 더 있으면 더 좋은 창작물이 나오지 않을까? 그런 게 그게 시간만이 아닌 
것 같아요. 저도 근데 그게 어떤 프로세스인지는 모르겠지만, 그게 아마 거기
서 오는 스트레스, 압박감 그런 것이 있지 않을까요? 
KOREAN (I didn’t feel the frustration during the rehearsal time. But maybe it 
could be the time itself? Cause we need to make a result in the short time frame. 
The thoughts always come through my mind “why this idea pops up in this very 
last minutes?” The process is almost same as plot in the story, we can always find 
the four steps in composition (the beginning, the development, the climax, the 
conclusion). The process has the same thing. We often mention that “if we could 
have more time, the result might have been greater than this” but I don’t think it is 
the matter of time. I don’t know what process it is, but don’t you feel the pressure or 
stress from the time as same as others?)
Park: He didn’t feel some frustration particularly during the rehearsal process 
but it is all about the short time frame or deadline, the pressure from making 
[INAUDIBLE] and so on. He thinks that whichever project you go through, every 
process is almost the same. It has the flaw in the beginning and [KOREAN].
Neideck: Beginning, middle and end?
Park: Yeah, beginning, middle and climax and stuff like that. He always feel the 
peers with feeling that if I have more time I could create something better or some-
thing great. But he thinks that he can’t even explain that why it is not – on the other 
hand, it is not only about the time as well but he can’t explain it in terms of kissing 
[INAUDIBLE]. Time is always giving the pressure to him. Does it make sense?
Neideck: Yeah, I agree with you. Has your comfort with using movement as an 
expressive tool in performance changed since the start of this project?
Park: 이 프로젝트를 시작한 이래로, 퍼포먼스에 있어서 표현의 도구로 움
직임을 사용하는 것이 편해졌나요?
Tak:  어떤 면에서요?
Park: In terms of what?
Neideck: Using movement to express – I don’t mean acting on mime but to use 
movement to express abstract ideas through the body. Has your comfort level 
changed at all or has anything changed about that?
Park: 추상적인 것을 표현하는데 있어서 몸을 움직이는 것이 편안한지요?
Tak:  어려운 질문인데요, 편안해진 것이 아니라 접근하는 방법이 바뀌었
다는 생각이 들었어요. 왜그러냐 하면, 제가 베이스로 가지고 잇는 것은 마임
하고 마샬아트인데요, 물론 무브먼트인데 그때에 추상적인 움직임을 추구하
지는 않았거든요. 물론 무용도 해서 아예 하지 않는 것은 아니지만… 추상적
인 움직임의 베이스도 결국은 제스처나 구체적인 행동으로써 저는 항상 출발
을 했거든요. 항상. 그런데 그게 꼭 정답이라고 생각하지 않아요. 그게 방법1
이라고 생각하면 거기에 방법2가 있다고도 생각할 수 있는 것이요. 방법 2는 
거꾸로 추상적인 개념으로 생각해서 일반적인 움직임으로 표현할 수 있다고 
생각했어요. 접근하는 방법도 얼마든지 다를 수 있겠구나 라는 가능성에 대
한 폭을 넓혔다고 해야 하나? 
KOREAN (That is a difficult one, but I guess the way of approach has changed. My 
base practices are Mime and Martial art, they are also the type of movement but 
these things don’t pursue abstracting movement. Of course I did dancing too so I 
did a little bit of abstracting movements too, but I always started my movements 
from gestures or tangible or concrete action or movement. But I don’t consider 
that notion is the right answer all the time, if we consider it as an answer number 
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1, there could be an answer number 2 also. And answer number 2 is the totally 
opposite way of approach, We could draw tangible or concrete movement from the 
concept of the abstraction. So through this project I suppose myself, I expand and 
broad the possibilities of the approach to create movements.)
Park: It’s a difficult question to him because it’s not the matter of how he get 
comfortable with expressing abstract things with his movement but he can say that 
the way to approach or express abstract things with his body is change it. Basically, 
he has been working in mind in martial art film and those kind of films didn’t fol-
low abstract movements or abstract things something abstract. As he mentioned 
before, he always started his movement from precise shape of movement but now 
he doesn’t think it’s important. If he can define as way number one, he discover 
way number two now so he thinks that he can now start from abstracting idea to 
express something precisely pepeaks in Korean].
Neideck: So discovering a new way to create movement that doesn’t start 
from precision or mind but it comes from something more abstract. I don’t know if 
you have thought about this yet but what are the types of things in that second way 
– it’s a big question but don’t answer in a big way – but how does that second way 
work? What are the kinds of ideas that are useful for that second way, the [INAU-
DIBLE] you’re talking about?
Park: 두번째 방법을 찾으셨다고 하셨잖아요. 거기에 대해서 조금 더 설명
을 해주셨으면 좋겠다고 하시네요.
Tak:  설명이 잘 된 건지 잘 모르겠는데요, 아까 제가 설명했던 것은 1이라
고 했던 것은 구체적인 것에서 출발해서 추상적으로 가는데 1이라면, 2은 추
상적인 것에서 구체적으로 갈 수 있다는 거에요. 거기에 대해서 듣고 싶다는 
건가요? 어떤 상황인지 모르는, 전혀 인포메이션이 없다는 상황에서 만약에 
누군가가 행위 하는 것을 지켜봤다면, 그리고 그런 상황을 전혀 몰라요. 그리
고 내가 어떠한 사실적인 인포메이션이 전혀 없는데 그 무브먼트를 누군가가 
했어요. 거기서 내가 어떻게 발견될지는 모르겠지만, 실제로 그 사람이 만약
에 누군가가 뭔가가 들어와서, 예를 들면, 누군가의 담뱃불이 튀어서 제가 이
렇게 움직였어요. 근데 겉으로 봤을 때는 어떻게 출발한지 모르잖아요. 그죠? 
그러면 결국은 뭐냐 하면 순간은 추상적이지만, 실제는 그 안에 불똥이 있을 
수도 있는 거죠. 추상이 의미와 움직임의 고리로 연결한다고 한다면, 이건 굉
장히 어려운 고리를 찾는 건데, 이 고리가 어느 순간 없어져도 여기에 구체적
인 상황을 넣는다거나 뭔가의 Hook이 들어간다고 하면, 표현 자와 보는 자도 
그들도 공감할 수 있는 움직임을 만들어낼 수 있지 않을까? 하는 게 제가 말한 
2번인데… 그게 설명이 될지는 모르겠어요. 
KOREAN (I am not sure it’s delivered well, what I was trying to say was, if answer 
number 1 is the thing that starts from the concrete concept to the abstract con-
cept, the answer number 2 is the thing that starts from the abstract concept to 
the concrete concept. Does he want to listen about it? Imagine, someone shows 
some particular behaviors (movements) without serving us any information and 
I don’t know any idea of the background of this behavior. For example, I got the 
hot ash on my skin from someone else’s cigarette. I could possibly move my body 
to react from the feeling of burning on my skin. But apparently you don’t know 
where this behavior (movement) comes from if you don’t know the main cause 
of it. Right? That means that moment of movement can be seen as an abstracting 
thing but inside there could be a cigarette ash (spark). If the abstraction makes the 
link(hook) to connect the meaning and the movements, this is a very hard work 
to find out that link, but if we could able to apply some concrete situation into our 
work, I guess we can draw the movements that all performers and viewers can feel 
the same empathy without this link(hook).)
Park: For example if he saw someone else’s movement without any background 
information and he absolutely know [KOREAN] I will skip the first one because 
[KOREAN]
Tak:  이제 설명을 다시 하자면, 구체적인 인포메이션이 없는데, 그런데 
만약에 내 몸에 불똥이 떨어졌어요. 근데 내 몸에 불똥이 떨어졌다는 것을 몰
라요, 보는 사람 사람들은. 근데 불똥이 떨어졌는데 불똥을 맞은 사람이 어떤 
움직임을 했어요. 그리고 난 그것만 봤는데, 그걸 봤을 때 그 대상이 굉장히 이
상한 행동을 하니까, 그건 추상적인 움직임이잖아요. 그런데 제가 훅을 걸고 
있는 게 뭐냐 하면 그 움직임이 근원이 있어요. 그 근원이 불똥이라는 거죠. 그 
근원이 그 사람으로 하여금 뭔가를 만들어내는데, 그것이 결국에 뭐냐 하면 
그게 근원을 몰라도, 예를 들면 그 사람의 고통이라든지 그 사람의 긴박함 상
황이 그런 게 또 다르게 전달될 수 있다는 거죠. 그러면 그것 또한 우리 추상적
인 움직임을 출발할 수 있는 근거? 라고 할 수 있는 거죠. 불똥이 뭔지는 나도 
잘 모르겠어요. 불똥만이, 예를 들면, 그것을 추상적인 움직임에서 다시 거꾸
로 돌아와서 그 불똥으로 다시 만들어낼 수 있다는 것이죠. 
KOREAN (I will explain it again, if I get the spark on my skin and people don’t 
know my got the spark on my skin, but I react by the spark with some movements 
and people only saw me apparently, that can be seen as an abstract thing. Every 
movements have the original cause – and the cause is the spark. That cause creates 
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something from human, for example the cause can be the pain of someone or 
the alert situation of someone, but this cause can be interpreted or delivered in a 
different way(meaning) to other. Think about it, the cause of our abstracting move-
ments. I am not sure about what is the spark. What I want to say is we could create 
the spark also from the abstracting concept too.)
Park: He give us an example that when the spark with the fire it can be the ash 
from the cigarette or something like that whatever it is! Some people can react by 
that like with this kind of movement but if other person who saw his or her react. 
And if that people don’t know about the background he or she reacts by spark. If 
the movement is the abstract things it can be translated as for like thing to the per-
son people who saw that and so when he swaps the situations it is all about finding 
the link between abstract and the event of root. And even without this link if you 
guys can create some situation to make him the hook of expressing movements 
or explain the background of roots you guys can take other people’s assurance or 
understanding of performance to the audience for a performance as well so he’s 
explaining that way. Does that make sense?
Neideck: Makes sense yeah. I understand you.
Park: Sorry for my poor translation
Tak:  [KOREAN]
Neideck: No it’s okay. Okay next question. Always my interviews with Hoyoung 
are very long. . . .
Park: [KOREAN]
Neideck: No we always our conversations are for a long time
Park: [KOREAN]
Neideck: Has your comfort with using your voice as an expressive tool changed 
since the start of this project?
Park: 퍼포먼스하면서 목소리 사용하는 것이 편안해지셨는지?
Tak:  이것도 편해졌다는 것에 대해서는 잘 모르겠고요. 왜냐하면 편하다
는 의미가 저한테는 몸에 움직임만이 무언가에 비해서 편하다 편하지 않다라
고 할 수 없는 것 같아요. 어떤 것도. 그전부터 얼마나 잘 사용할 수 있느냐에 
대해 말한다면 물론 편안해졌겠지요? 근데 그런 의미의 편해졌다 라기보다
는, 목소리가 가지고 있는 힘이라고 할까요? 움직임도 나름의 힘을 가지고 있
지만, 소리가 가지고 있는 힘은 움직임이 가지지 못하고 있는 어떤 또 다른 힘
을 가지고 있다고 생각이 들고요. 그 다음에 결국엔, 육체와 같은 건데, 훈련 
량에 따라서 퀄리티가 달라질 수 밖에 없겠죠. 퀄리티는 결국에는 뭐냐하면, 
도레미파솔라시도처럼 음계훈련이 아니라, 예를 들면, 영희라는 아티스트하
고 보이스 페인팅을 했는데, 거기서 제가 음역대를 편안히 넘나들지는 못하
지만 그것이 이미지화시키고 그려내는데 있어서, 옥타브의 높낮이가 굉장히 
높고 낮아졌다? 그런 트레이닝으로 인해서? 그렇게 발전되는 느낌이 들지, 편
해졌다는 느낌보다는 발전됐다는 느낌이 들어요. 
KOREAN (I don’t think my comfort of using voice has changed, that is because the 
meaning of comfort cannot be applied to the body or any other factors on me. But 
I could say yes to the question if you ask ‘how much I can use them well compare 
to before’. But I would like to mention about the power of voice for this question, I 
consider the voice also has its particular power that the movements doesn’t have. 
It has the same notion of physical things. The quality can be vary depends on the 
time consumption of practicing. The quality is not from the training of the scale, 
for example we did the voice paining with artist Yonghee, even though my voice 
wasn’t flexibility move around all scales but in terms of visualizing an image with 
voice via training I felt my using voice skill has advanced before rather than saying 
I feel comport.)
Park: He think that he can’t say the way of expressing himself as a performer 
using voice is comfortable or not he can’t say that but he can tell it’s much pro-
gressed before by the extra training for example, the voice painting training with 
Artist Younghee and Su Han because he believe in the power of the voice that the 
movement doesn’t have. So he exercise and display himself with the octave training 
stuff like that. So through whole process now he progressed but he agrees with how 
comfortable he is.
Neideck: Yeah it’s okay. Next question is what was Deluge for you and there’s kind 
of two sub questions; did it change between rehearsal and performance and did it 
change between Brisbane and Korea?
Park: 델루지는 탁에게 어떤 것이었는지, 그리고 그것이 리허설과 퍼포먼
스 사이에는 어떻게 바뀌었는지? 그리고 브리즈번과 한국 사이에는 어떻게 
바뀌었는지?
Tak:  음… 델루지 프로젝트가 저에게는 일단은 제가 여지껏 경험한 공연
과 비교했을 때, 일반적이지는 않아요. 왜냐하면 정확하게 대사가 있거나 드
라마터지가 있어서 그것을 이해하는데 있어서, 관객들로 하여금 그것을 이
208
해하는데 있어서 마임과는 또 다른 움직임이기 때문에… 그것이 어떻게 보면 
어떤 실험의 장이기도 하고, 관객과의 만남, 우리가 만들어가는 무대에서의 
공연 제작물이 우리가 상상하지 못했던, 그 다음에 이래야만 공연이 되겠구
나 싶은 것을 다 깰 수 있는? 결국 뭐냐 하면 공연화되는 것에 있어서 어떻게 
보면 정답이 없고, 많이 열어놓을 수 있는, 피지컬 시어터가 가지고 있는 가능
성 이라던지, 가능성에 대한, 가능성을 볼 수 있는 하나의 장이라고 할 수 있어
요. 저에게는 그래서 중요한 프로젝트 인거죠. 그리고 리허설하고 퍼포먼스 
사이의 과정이 뭐 바뀐 것은 없는데, 그런 것은 있겠죠. 리허설하고 공연은 다
르니까, 관객이 있고 없고는 굉장히 다르죠. 관객이 있고 없고는 행위자가 관
객 있이 하는 것과 , 행위자가 보는 사람 없이 뭔가를 하는 것은 반 밖에 성립
이 안돼요. 만들어졌다 손 치더라도, 반 밖에 만들어지지 않는 것이라고 저는 
생각해요. 관객이 있을 때는 정말 완성된, Perfect가 아니라, 공연 과정에서의 
단계라는 거죠. 관객이 있고 없고의 차이는 거기에 있을 수 밖에 없는 거죠. 브
리즈번과 한국에서 바뀐 게 뭐냐 하면, 관객의 반응이 라던지 관객들의 반응, 
경험치 에서 반응의 차이가 있으니까 그 반응의 차이로 인해서, 행위자들도 
분명히 같은 공연을 하지고 또 다른 분위기를 만들어낼 수 있는… 변화할 수 
밖에 없는 거죠. 공연이. 
KOREAN (Comparing what I have experienced so far from other shows, Deluge 
project is not the common one for me. That is because it doesn’t have lines or 
accurate dramaturgy that help our audiences get an easy comprehension. Also 
Deluge uses different movements from Mime that I am used to. This can be an 
experimental laboratory that we could meet audience in a different way through 
creating the show that we didn’t even imagine and breaking our fixed idea for 
making shows from our past experiences. This is really a laboratory, because there 
is no right answer so we can open our conclusions and see the likelihood of the 
physical theatre. So Deluge is important for me. There is no change between the 
rehearsal and the performance, but having audiences or not having audiences is 
so different. Even though the show is technically well-made by itself, the show 
can be completed only 50% without audience. I guess it is part of the stage in the 
procedure of shows. The difference between Brisbane and Korea was the audiences’ 
receptions, from the receptions the performers could create different atmosphere 
of each Deluge. So the show was also flexibly changed by itself.)
Park: Deluge project for him is way different projects compared to what he 
has done before. It’s quite more like experimental work for him and he thinks 
that physical theater itself is the stage to open the possibility of performing arts 
because that making the results on the stage is showing something new not no 
one imagined before so he think that it was Deluge was really important work 
for him as well but there is no difference between rehearsal and performance but 
he can say that heavy audience and not heavy audience is the biggest difference. 
Because if the performer perform without audience, he thinks that the project itself 
accomplish only fifty percent when the audience combines together the performing 
work or Deluge project can be accomplished. So and that is the answer for the first 
question and for the second question, he also doesn’t feel that big difference in 
Brisbane and Korea but as he mentioned before he felt big difference of audience 
reactions between Brisbane and Korea. And even performers performed the same 
thing, they created something new and most [KOREAN] with audience’s reactions, 
so yeah that is the answer for second question.
Neideck: Did you want to say anything more about how you thought that the 
audience is in Brisbane and how you thought the audiences in Korea reacted and 
responded to the show? That is another question so…
Park: 호주와 한국 관객 차이에 대해서 조금 더 말하고 싶은 게 있으신지?
Tak:  역시 아까 이야기한 것도 중첩되는데요. 관객들이 경험했던 것들, 
자신의 백그라운드로 바라보지 전혀 다른 것으로 바라보지 않거든요. 호주에
서 어떤 일이 있었고, 호주에서 경험했던 부분과 매치하려고 하기 때문에 그
들이 원하는 훅을 공연에 걸고 싶은 거죠. 하지만 한국에서는 그들이 가지고 
있는 경험과 지식을 가지고 우리를 걸려고 했던 것이겠죠. 다른 차이는 아까 
설명했던 것처럼 호주에서는 Flood였다면, 한국에서는 Sewol호 ? 예를 들면, 
그런 아픔 그런 것들을 무대에서 보여줬기 때문에 그들이 그걸 발견했고 그
들이 훅을 걸길 원했고, 그들이 오히려 찾아냈다고 해야 하나? 그들이 오히려 
발견하게 만들어주는, 그래서 우리는 공연 중간에 공연이 완성되지 않고 관
객을 만나서 공연이 완성 되어 진다는 거죠. 호주에서 관객을 만났을 때, 그런 
것이 만들어진거고 한국에서 만들었을 때 또 그렇게 만들어진거고… 퀄리티
의 차이가 아니라, 공연이 가지고 있는 질감이라고 할까요? 그게 달리볼 수도 
있고, 느낌도 달라졌을 수도 있는거고… 관객도 그리고 퍼포먼서도 … 
KOREAN (This will be the same answer. Audiences never see and accept the shows 
apart from their previous experiences. They see things depend on what they expe-
rienced. The things happened in Australia and so on. They tried to match our show 
from the experiences in Australia and they tried to find the link between them and 
our show. But in Korean, audiences tried to throw their hook into it based on their 
experiences. As I mentioned before the link was Flood for Australian, but the link 
was Sewol ferry in Korea. For example, we showed those pains to our audiences, so 
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they discovered it and linked it. So the show was eventually completed by audi-
ences. This not the difference of the quality of the show, it’s the difference of the 
texture of the show.)
Park: It’s similar to what he said before but people always accept the things 
based on their background so in Brisbane all audience tried to match Deluge into 
their personal background and tried to throw their hook into based on their back-
ground… same things happened to Korean audience too. They tried to interpret 
our Deluge project based on their backgrounds and if it was flood in Australia it 
was Sewol disaster in Korea, so he thinks that audience discover what they want for 
themselves. It depends on their self consciousness maybe and background as well 
so that’s why he mentioned before that they’re performing accomplished by… The 
stage is completed by audience’s participation.
Neideck: Do you think Korean audiences or Brisbane audiences enjoyed or under-
stood the performance more?
Park: 누가 더 이해를 더 이해를 했던 것 같으세요?
Neideck: Did you get any sense of this?
Tak:  브리즈번에서 했을 때, 많은 분들이 아는 사람들이 찾아왔기 때문에 
많은 친구들, 우리가 무엇을 하는지 인포메이션을 가지고 있는 사람들이 많
아 왔기 때문에 그들의 반응을 100% 믿지 않아요. 하지만, 그들이 가지고 있
는 그 반응이 한국에서 우리가 3곳을 공연했을 데, 3곳에서 공연했을 때 브리
즈번에서 했을 때보다는 우리가 이야기하고자 한 메시지라는 것들이 조금 덜 
전달된 느낌이 있기는 해요. 하지만 크게 세월호라든지 Flood를 얘기했지만, 
결국에는 큰 사건에 대한 기억이 사람들에게 큰 작용을 할 수 있지만, 많은 사
람들이 꼭 그런 것으로만 생각하지도 않을 수 있는 것도 중요한 것 같아요. 어
떤 사람은 그냥 자신의 가까운 사람을 잃었고, 그 잃은 것을 예를 들어, 델루지
를 통해서 연상할 수 있고 다시 한번 기억과 씻어 내려가는 카타르시즘을 느
낄 수 있기 때문에, 아까 상징적으로 2가지 예를 들었지만 결국엔 사람들이 가
져가는 것은 자신의 백그라운드로 걸 수 있는 훅이 있지 않으면 솔직히 그게 
쉽지는 않아요. 왜 이야기를 또 하는 이유는, 포커스만 가지고 델루지를 진행
할 필요가 없다는 것이죠. 
KOREAN (When we did Deluge in Brisbane, there were many people and friends 
came to us to see the show and most of them already knew the background infor-
mation of what we were doing, so I don’t trust their reaction 100%. But I suppose 
the message of what we want to say wasn’t delivered well in Korea during the 3 
shows comparing Australia. We have already mentioned Flood and Sewol, but I 
don’t think only that big events can only effect to viewers, for example some people 
just lost their precious one and that people remind those memories from Deluge 
with the catharsistic feeling to wash away. Just for simply symbolizing the link I 
referred Flood and Sewol, but without the individualize and personalized link, it 
is not easy people to take something from the show. The reason why I mentioned 
this, we don’t need to drive our Deluge with only this narrow focus.)
Park: He thinks that when you guys were in Brisbane more people who already 
knows about what you guys are doing, they came to you guys shows to see but he 
doesn’t believe 100% of those kind of reaction from the people who know about 
you guys. But when he performed Deluge in Korea in three difference venues he felt 
that it’s less deliberate to Korean audience what you guys want to say.
Neideck: It didn’t communicate as well to a Korean audience?
Park: Yeah it didn’t. The message didn’t come through to the Korean audience 
compared to in Brisbane.
Tak:  Except Mullae because it’s different feel
Park: He mentioned about Sewol disaster and flood are ready but he also 
thinks that it is not all about Sewol as well because every person has different back-
ground and we don’t need to approach it to the audience with the message with 
only that focus. Focus on [KOREAN] you got it?
[LAUGHTER]
Neideck: I understand. We’re almost at the end. We’ll go to the last section of the inter-
view. Has your understanding of the term ‘metaphor’ changed during this project 
at all?
Park: Where was the. . .
Neideck: It’s in the final section.
Park: Conclusion?
Neideck: Yeah
Park: 이 프로젝트 진행하는 동안 은유라는 것에 대한 이해가 조금이라도 
변화하셨는지?
Tak:  이번 섹션에서도 그 전부터? 
KOREAN (From this section or from the beginning?)
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Neideck: Maybe through the whole project
Tak:  저번에도 이것 때문에 길게 이야기했는데, 그런데 바뀌지 않았어요. 
조금이라도 변한 게 아니라, 찾고 있는 과정? 아직도 제가 저번에 대답했던 것
보다 오히려 더 찾고 있는 것 같아요. 오히려 더 하고 싶어하고 찾고자 한다고
요. 
KOREAN (We have already talked about this so long, but it was changed. I am 
still looking for this. I am more eager to find out the meaning of metaphor thank 
before.)
Park: It doesn’t change at all but he’s more eager to find the meaning of 
metaphor.
Neideck: So you’re more curious. Cool
[LAUGHTER]
Neideck: Is there anything extra that you would like to say about the project? Is 
there any feedback or any concerns that you have?
Park: 이 프로젝트에 대해 더 얘기하고 싶은 것, 관심사라던 게 더 있나요?
Tak:  지금의 우리가 잘해왔어요. 앞으로도 잘해갈 것 같은데, 우리가 좀 
더 더 가고 싶은… 은유, 관객 얘기가 나왔는데… 제가 하고 싶은 이야기는, 예
를 들어 세월호와 Flood를 얘기했지만 이게 크게 우리의 심볼일 수 있지만 그
것만이 아니어도, 우리 많은 관객들이 나름의 훅을 걸 수 있는 우리의 메타포
라고 해야 하나? 아까 설명한 불똥을 찾고 싶은 거죠. 불똥 없이는, 각각의 불
똥을 다, 그들이 다 훅을 걸 수 있는 불똥이 있다면, 그게 굉장히 이상적인 거
지만, 우리가 거기까지 갈 수 있다면 우리가 굉장히 큰 작업을 할 수 있는 게 
아닌가 싶습니다. 
KOREAN (We have done so well so far. And I guess we will be doing too. But as 
we mentioned the metaphor and audiences… what I would like to say, for example 
Sewol and Flood can be the big symbol of Deluge, but not only those, I would like 
to find the spark I mentioned before that can be our own metaphor. It is a very 
idealistic idea but if we could find this spark that all people, every single person can 
link in our show, that could be the astonishing work that we can do…)
Park: What he want to say is he already mentioned about disaster and flood 
but it can be the big symbol of Deluge work but apart from that there are a lot of 
[INAUDIBLE] that other audiences can try to Deluge] project so he would like to 
find a metaphor and the spark of things to the Deluge project. If you guys can find 
the way that all audience can hook their spark respectively you guys can make the 
extra ordinary job in terms of performing.
Neideck: Great. I think I agree with you.
[END]
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Neideck: It is 12:11 pm in Australia and 11:11 am in Korea. It is Friday the 9th of 
January and this is Principal researcher Jeremy Neideck conducting an exit inter-
view with participant A3, Youngho. Sorry, I am reading off an old script. So, this 
says Hyeri Roberts, but this is our translator, Park Yejin. So, anyway. Firstly, can 
you tell me how you feel now that this stage of the project is over?
Park: 프로젝트가 끝나고 나서 지금 기분은 어떠신지요? 
KOREAN (How do you feel now that this part of the project is over?)
Kwon: 그게 사실은, 제가 4월에 공연을 하고 있는걸 준비하고 있는데 그것
도 물에 관한 거에요. 그건 바다에 관한게 아니고 강물에 관한 거에요. 한국에
서 4대강 문제 때문에 2009년부터 시작해서 말들이 많았잖아요. 그래서 강에 
대한 작품을 준비하고 있었는데, 재작년부터. 공교롭게도 물에 대한 작품인 
Deluge를 만났고, 머릿 속에서 혼돈하지 않으려고 많이 노력을 했고… 지금 거
의 아침에, 제가 하려고 하는 작품의 제목은 ‘강의 노래’인데 , 해당 작품에 대
한 대본을 탈고 했어요. 그래서 이 작품을 쓰면서도 Deluge가 많이 생각이 났
고, Deluge에서 우리가 했던 우리의 움직임들이 많이 생각이 났는데, 그것을 
잘 분리시키려고 노력을 하고 있죠.
Park: Give me one second.
Neideck: No worries.
Park: Actually, he was preparing for another show that is about water, but not 
the oceans. It is about the river. He is going to perform in February. It is about the 
Sadaegang1 issue. You know that Sadaegang issue in Korea, Jeremy? Yeah, yeah. 
Sadaegang issue. And, it was a very controversial issue in Korea since 2009 and he 
has been preparing for this other project since then. Maybe two years ago. And 
1  Four Major Rivers Restoration Project
then, while he was preparing for this other project, he met the Deluge project. And, 
he tried hard to not mix those projects himself, to not make any confusion between 
Deluge and the other project which is called “Gang-eh Norae”, which means “The 
song of the river” or something like that. This morning, he finished the script of 
the project and he thought about Deluge a lot while he was preparing it. And he is 
trying to set these two projects apart. Yes. That’s all.
Neideck: Interesting. I hope one day I can see that project. Sounds good.
Kwon: It’s in April.
Neideck: April.
Kwon: Maybe you can see this performance because… 아 이거 하나 이야기해
야 하는데, 우리가 Deluge, 4월 11일부터 연습이 들어가거든요. 근데 지금 말한 
공연이 9일,10일,11일까지 공연을 해야해요. 그래서 Deluge 첫날 연습을 못 갈 
것 같아요. 
KOREAN (Ah, I should say this, we’ve got to start our rehearsal from 11th of April. 
But I have to perform the project I mentioned, from 9th -11th. So I won’t be able to 
do the first rehearsal.)
Neideck: We don’t start rehearsal I think until the 13th.
Kwon: Really?
Neideck: Because we arrive on the 12th.
Kwon: So, you cannot see the performance.
Neideck: I cannot see your performance because we are performing on the 11th in 
Brisbane.
Park: Yes, not in Korea.
Kwon: No problem.
Neideck: Youngho,
Kwon: Yes?
Neideck: During Deluge, did you find that there were any challenges or difficulties 
in collaborating with artists from different cultural or language backgrounds?
Park: 본 프로젝트를 진행하는 동안 당신은, 타 문화, 타 언어 또는 타 예술
적 배경을 가진 아티스트와 협업하는데 있어 어떠한 이점, 난제(새롭게 도전
해야 했던 것) 또는 어려움 등이 있었나요?
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Kwon: 다시 한번만, 다시 한번만 설명해주세요. 
KOREAN (Could you please repeat that again?)
Park: 호주나 한국의 창작 과정에 대해서 다른 점이 있었는지요? 
KOREAN (Are there any differences between Korea and Australia in a creative 
process?)
Neideck: Sorry, I was reading the wrong question but Yejin has asked you the 
correct question. So, it’s good she saw me there.
Kwon: 죄송한데 질문을 다시 한번 해주세요. 
KOREAN (Sorry, can you please repeat that to me again?)
Park: 협업을 하실 때, 한국이나 호주 간의 차이에 대해서 조금 더 이해력
이 생기신건지? 어떤 점이 더 차이가 있는지요? 어떤 점에 있어서 한국과 호
주는 이런 점이 다르고, 거기에 대해서 이렇게 이해를 했다 같은 게 없는지? 
KOREAN (Did you find that there were any challenges or difficulties in collaborat-
ing with artists from different cultural or language backgrounds?)
Kwon: 잠깐, 생각 좀 할게요. 
KOREAN (Hold one second, I will have to think about it.)
Park: Sorry. I am reading your document. So, when you popped to the second 
question I just like…
Neideck: That was my confusion. And also, I am reading from your translation, 
so…
Kwon: 저 세 번째 질문 먼저 하면 안될까요 
KOREAN (Can I move on to the 3rd question?)
Park: 세 번째 질문이요? 
KOREAN (3rd question?)
Kwon: 네, 제가 지금 스크립트를 안보고 있거든요. 그래서 제가 좀 더 생각
을 해보고 3번째 질문부터 하면 안될까요? 저 이걸 먼저 대답하고 이것은 조
금 생각해보고 싶어요. 
KOREAN (Yes, cause I didn’t see the script, so I would like to think about this 
question more, and jump to the 3rd question. I will answer the 3rd question first 
then move back to this.)
Park: Jeremy, he would like to skip these questions. Then he will reply to the 
other questions first.
Neideck: Yes, alright.
Park: Yes
Neideck: So, you want me to move on?
Park: Yes.
Neideck: Thinking about the Deluge project, how do you think that you fit into 
the team in terms of the way that we collaborated or the way the group worked 
together?
Park: 우리… 협업… 잠깐만… 
KOREAN (We are… just a moment…)
Neideck: The third question.
Park: 잠깐만…. 
KOREAN (Wait a moment…)
Jeremy, could you please repeat?
Neideck: Where and how would you say that you fit into the team in terms of 
collaboration or group dynamics?
Park: 당신이 본 팀에서 협업과 단체작업을 하는데 있어, 어디에서 어떤 
역할을 수행했다고 말할 수 있나요? 
KOREAN (Where and how would you say that you fit into the team in terms of 
collaboration or group dynamics?)
Kwon: 팀 협업을 하는데 순수하게 퍼포머였구요. 제레미 작업 스타일이 퍼
포머랑 협업하는 스타일이니까, 퍼포머들의 창의력을 이끌어내려고 하고, 찾
으려고 하는 노력하는 스타일이었던 것 같아요그래서 어떤 작업 스타일에서
는 저의 창의력을 최대한 드러내지 않고, 무색무취의 약간… 사람처럼, 작업
자처럼, 연출이 의도하는 바를 정확하게 표현하려는 작업이 있는 반면에 이
번 작업은 제레미가 다른 색깔들을 끌어내려고 원했기 때문에 제가 스스로 
어떤 색깔인지는 모르겠지만, 이번 작업에서 권영호 자체로 작업하려고 노력
했던 것 같아요. 맞는지는 모르겠지만, 제가 지금 제레미 질문에 색깔로 대답
하고 있는데, 제가 어떤 색깔인지, 어떤 스타일의 사람이고 그런 것을 연출자
가 잘 관찰하고 잘 발견해줄 거라고 믿었던 것 같아요. 
KOREAN (My participation was purely as a performer. I guess Jeremy’s directing 
style was to collaborate with lots of performers who are in a team. I always tried to 
bring out each performer’s character and creativity. For me, I used to be the kind of 
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person who would put myself last when I am on the stage. I would try as much as I 
could, not to reveal my personal colour or character when I was in a show. Rather, 
I tried to express myself only in the way that my director wanted me to. But in this 
work Deluge, Jeremy has tried to drag out other colours from me, so I tried my best 
to perform as Yongho, not any other thing. I believed that Jeremy got to know what 
colour I am by discovering me through the process.)
Park: In terms of collaboration, Youngho participates purely as a performer. 
And he said that the style of Jeremy’s work is collaborating with performers and 
Jeremy showed them his dedication to discovering each performer’s personal char-
acter and also creativity, and he felt that during the process. And sometimes, when 
he participates in other projects, he tries his best not to show his personal character 
like: no colour or no flavour, no colours and stuff like that. And he sometimes just 
naturally follows the director’s purpose or director’s priority of the project. But 
somehow in Jeremy’s work, he tried his best to perform as Youngho Kwon himself. 
And, that he believed that Jeremy is able to discover his [Youngho’s] colour as a 
director. Yes. That is all.
Neideck: That’s interesting. Maybe I will ask a question about that later when I see 
you again. What did you find the most rewarding or enjoyable during the rehearsal 
process?
Park: 리허설 과정에 있어, 당신은 어떤 것이 가장 보람 있고, 즐거웠었나
요? 
KOREAN (What did you find the most rewarding or enjoyable during the 
rehearsal process?
Kwon: 항상 작업하면서 우리가 처음 만나는 시간에, 리허설 첫 번째 시간
에, 우리 앞에는 하얀 도화지가 있었던 것 같다아요. 그리고 거기에 이제 여러 
퍼포머들이 같이 그림을 그려나가고, 어떤 것들을 그려나가는데 … 돌이켜서 
생각해보면 같이 했던 모든 사람들이 캐릭터가 제 각각이고 재미있었고, 그 
그려나갔던 그림들을 보는 게…뭔가를 만들어나가고, 장면 하나하나 만들어
나가는 과정이 재미있었어요. 
KOREAN (Since we first started our collaboration, I felt that in front of us there 
was a piece of white paper which was totally empty. And then, we drew something 
new all together. When I look back at that moment, each of us had such a different 
character, and it was really rewarding to discover this while looking at the paper we 
had drawn on together. Creating something new and making new scenes one by 
one over time, that was the most rewarding moment that I had.)
Park: He said that in terms of doing collaborative work, he thinks that for the 
first time, he thinks that it was like drawing on a white drawing paper. So, it was 
really fun and rewarding for him to draw something else together. And, when he 
looks back, each personal character was pretty much random and everyone was 
different. So, it was really fun to do a collaborative drawing to him. He said that. 
That’s all.
Neideck: What did you find the most frustrating during the rehearsal process?
Park: 리허설 과정에 있어, 어떤 것이 가장 답답하고 막역했었나요? 
KOREAN (What did you find the most frustrating during the rehearsal process?)
Kwon: 그렇게 힘든지는 않았는데, 굳이 힘들거 그렇게 없는데… 굳이 찾자
면 다른 연출가들의 호흡보다, 제레미가 아마 이런 말 많이 들었을 텐데… 일
반적으로 호주 퍼포머나 공연을 만드는 사람들보다 한국에서 작업하는 사람
들은 호흡이 좀 더 조급한 것 같아요. 그래서 결과물들이 빨리 나오길 원하는
데. 약간 내 안의 조급함. 보이는 결과물이 빨리 나왔으면 좋겠는데 … 그런 것
들이 조금… 
KOREAN (It wasn’t that difficult or frustrating for me, but if I have to “pinch the 
moment” to answer this question, I would say the differences in working proce-
dures or processes between Australians and Koreans was the most frustrating. 
Koreans in general, they would want to see the result as fast as they can, they also 
have a hot temper to get things done. I guess that was the most frustrating thing - 
to feel my inner impatience during the rehearsal time.)
Park: Actually, he thinks that there is no “most frustrating thing”. But, if he 
has to answer to these questions, he will pinch this point. Actually, in Korea, we do 
have a quick temper in the process of creating work. So, he or everybody wanted 
to see the result as fast as they could. But that is from their inner impatience as a 
Korean. That is the most frustrating thing for him, that’s caused by quick temper.
Neideck: I understand. It’s funny. I don’t know. I know that Koreans are aware of 
this but other cultures often think about Koreans like “bbali bbali”…
Park: Oh, yes right.
Neideck: That kind of thing. Interesting. Youngho, has your comfort with using 
movement as an expressive tool in performance changed since the start of this 
project?
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Park: 해당 프로젝트를 시작한 이래로, 퍼포먼스에 있어 표현의 도구로써 
움직임을 사용하는 것이 편안해졌나요(또는 변화하였나요)? 
KOREAN (Has your comfort with using movement as an expressive tool in perfor-
mance changed since the start of this project?)
Kwon: 저 원래 (몸을 움직이는 것에 대해서는 편했거든요. 저는 원래 몸을 
움직이는 것은 편해하고, 그보단 소리를 만들어내고 말을 하는 것에 불편함
이 있는 편이에요. 아마 이 작업하면서 우리가 보이스를 많이 쓰기도 했거든
요., 근데 그 과정 속에서 보이스 쓰는 것에 대한 편함을 느꼈으면 좋았을 텐
데… 그러면 이 작업에 대한 네 나름대로의 성장을 가져올 수 있었는데… 조
금 더 했었어야 했는데 (그게 아쉽다). 
KOREAN (I have always felt comfortable using my body to express feeling in per-
formance so there is no big change. But I have always felt hardship using my voice 
when I work, so it would have been great if I had been able to be more comfortable 
using my voice during the rehearsal time, or performance season. Then I could’ve 
progressed myself in terms of using my voice more.)
Park: Actually, he answered the questions overally [more generally] in terms 
of performance using his body and also using his voice as well. And, he is already 
comfortable with using his body as a tool to express his emotional feelings. But he 
feels uncomfortable with using his voice while he conducts his performance on 
the stage. Even in the Deluge project, you guys tried to use voice, but he thinks it 
wasn’t enough for him. So, he felt like he will be able to achieve more development 
in terms of using his voice as a performer. But he thinks he should have this project 
more not to stop at this point.
Neideck: Youngho, what was Deluge about for you? And there is two parts to 
this question. Did it change between rehearsal and performance? And also, did it 
change between Brisbane and Korea?
Park: 당신에게 대홍수 Deluge는 어떤 것인가요? 이것이 리허설과 퍼포먼
스 시즌 사이에 바뀌었나요? 이것이 브리즈번과 한국 사이에 바뀌었나요?
Kwon: 작품을 만나면서 가장 큰 터닝 포인트가 있었는데, 마지막 공연이 
끝난 후였는데, . 저는 전에는 이 작업과 세월호 사건을 접목시켜서 충첩되게 
생각을 해보질 못했었어요.. 그런데 우리 이 공연을 1주년 기념 공연으로 하게 
되었잖아요. 그래서 그 이후에 관객이 이것을 세월호로 봤다는 얘기인데, 우
리를 초대해주신 분이 이것을 세월호와 연관지어서 봤다는 이야기인데, 계속 
그 얘기가 맴돌면서 아 정말, 이 작품을 그렇게도 볼 수 있겠구나 라는 생각이 
되게 많이 들면서. 그리고 우리 작품이 정말 1주기로 적절하다는 생각이 드는 
거에요. 너무 지금 세월호 관련된 이야기들이 나오고,(다큐멘터리 라던지 많
이 작품이 나오고 있는데, (대부분) 굉장히 직접적이 잖아요., 그런데 제레미
가 말한 메타포가 지금 세월호와 가장 잘 맞아떨어지는 것 같아요. 이 작품으
로 세월호 1주년 기념 작업으로 하게 된 것과 제레미가 메타포를 말하던 것이 
되게 생각이 나더라고요. 맞다, 이게 메타포다. 
KOREAN (For me, there was a big turning point during the last show we did. I 
had never thought that Deluge could overlap with the sinking of the Sewol ferry, 
but now, eventually we are going to do the show for the first anniversary of the 
Sewol disaster. That means that some of Korean audiences accepted our show as 
something related to the Sewol. More over the person who invite us to Korea for 
1st anniversary of the Sewol also see our show in the similar context, afterward, 
the thought was spinning around in my head, and I realised that it really could be. 
And I thought Deluge is really appropriate to do for the first anniversary of Sewol. 
Nowadays, there are many works such as documentaries that are representing 
the Sewol in Korea. And mostly they are quite direct in speaking about this tragic 
Sewol event. But I guess the metaphors in our work are really suitable for the Sewol 
tragedy, and it is really appropriate. The thought comes to me a lot, what Jeremy 
said about metaphors and how it leads us to do the 1st anniversary of the Sewol. So 
the thought pops like ah! This is the metaphor.)
Park: That was a big turning point to him to think about Deluge as a perfor-
mance. The last show of Deluge. He said that he never thought about Deluge work 
and… How can I say? He never overlapped Deluge and Sewol-ho tragedy together. 
But eventually, you guys are going to do a one-year anniversary of… Is that ok to 
say ‘anniversary’ for this tragedy?
Neideck: Yeah, yeah.
Park: Sewol tragedy?
Neideck: Yeah.
Park: One year anniversary of Sewol tragic event. And it means that one of 
your audience members accepts Deluge as [being about] Sewol-ho. And he finally 
realized that it can be seen by the audience even though Deluge didn’t point 
out that this one is for Sewol-ho. So, he thinks that the Deluge project is really 
appropriate to do as an event for the Sewol-ho first anniversary. And nowadays 
in Korea, there are lots of projects which are talking about Sewol tragedy, such as 
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documentary film or theatre. But that is way too direct to express Sewol tragedy. 
But Deluge is quite abstract. And, Jeremy, you have been mentioning about met-
aphor a lot while preparing this project and he thinks that this is the metaphor of 
Sewol-ho. This is the metaphor of Deluge.
Neideck: Hmm.
Park: Which is really suitable to Sewol-ho.
Neideck: Hmm.
Park: Yeah. Do you get it?
Neideck: Yeah. I get it. Yeah.
Park: Yeah.
Neideck: That’s…yeah. Thank you. That’s a really good point. Ok. Hehe!
Park: Hehe!
Neideck: Alright. I just have to be careful, otherwise, I would just, I will just keep 
talking and this will go forever.
Kwon: Yeah. Hehehe!
Neideck: Talk about all of my ideas or wait ‘til I see you. Hahaha! When we were 
rehearsing, we talked about dramaturgy or layers of imagination. So, were any of 
the dramaturgical or imaginative layers discussed during rehearsal useful to you as 
a performer while you are performing?
Park: 리허설 기간 동안 극작(드라마터지컬) 및 이미지를 구상 단계에서 
이루어진 논의들이 퍼포머인 당신에게 도움이 되었나요? 
KOREAN (Were any of the dramaturgical or imaginative layers discussed during 
rehearsal useful to you as a performer while you are performing?)
Kwon: 도움이 엄청 많이 됐구요.. 아마 제가 공연할 당시까지도 한 순간에 
그때 우리가 사용했던 모든 상상력 이라던지, 이메지네이션? 그런 것들, 우리 
나누었던 모든 이야기들을 모두 불러오지는 못했지만, 그 중에서 제가 유용
하게 생각할 수 있고, 가장 크게 써먹을 수 있었던 부분들을 잊지 않으려고 노
력하고 다시 내가 움직임을 하는데 그런 상상력을 소환하려고 노력을 했던 
것 같아요. 그런 드라마터지컬한 부분이나 상상력이 없었으면 무대에 서있기
가 힘들었을 것 같아요되게 되게 유용했어요. 
KOREAN (Totally… It helped me a lot. Even though I couldn’t bring everything 
out on the stage, we had a discipline in our rehearsal process regarding things like 
imagination, or thoughts we shared. At least, I tried hard to bring those things out. 
Without that practice around dramaturgy or imaginative layers, it wouldn’t have 
been that easy to perform on the stage. So having discussions about the dramatur-
gical or imaginative layers were still quite useful.)
Park: Give me 4 seconds… Yeah. He said that it was really, really helpful and 
practical to him as a performer at the moment of using his imagination on the 
stage. Or the imagination or stories that you guys had been gathering during the 
process. Even though you guys couldn’t bring it all together on the stage. But he 
tried to remember the points of using imagination or dramaturgical things. And 
also, he tried to recall the memory of the dramaturgy, or imagination training. And 
when he looked back, without dramaturgy or imagination, it wouldn’t be easy to 
stand on the stage, he said.
Neideck: Can you remember any specific points or specific images or any ideas 
that were the most helpful?
Park: 특별한 이미지나 포인트, 아이디어 가 생각나는지? 
KOREAN (Can you remember any specific points or specific images or any ideas 
that were the most helpful?)
Kwon: 저 아직도 다 생각나는데요?. 우리가 첫 번째 장면에서 천천히 걸어 
나와서 포그(fog) 씬 같은 것들 다 기억나고, 마지막에 우리가 노래 부르면서 
스팀 생각했던 것 다 기억나고, 마지막에 이렇게 풀 뿌리처럼 자라나는 나무 
이미지, 돌 이미지 그거 다 기억나요. 
KOREAN (I remember everything from the start to the end, I can remember when 
we walked toward to the front to do the fog scene. I can also remember singing all 
together while thinking about steam. And the last scene we transformed with the 
metaphor of trees growing up like grass roots, and the image of stones.)
Park: Sounds like Jeremy understands everything. Actually he said, he remem-
bered everything mostly. Like he remember everything, and from the first scene to 
last scene especially walking towards on the stage doing some fog scene.
Neideck: Uh huh.
Park: Is that right? Fog scene? And also in the last scene, you guys are singing 
all together and thinking about steam as well. And he remembers also metaphor 
their body as a grey root.
Neideck: Uh huh.
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Park: Uh and a tree or stones or something like that.
Neideck: Cool. Yeah, good. Haha! What are your impressions of the audience’s 
reception of the work. And, was it different between Brisbane and Korea? I know 
you’ve talked a little bit about it but I was wondering if you have any more ideas 
about how the audience received the work.
Park: 해당 작업을 본 후 관객들의 반응은 당신에게 어떤 인상을 주었습니
까? 브리즈번과 한국 간에 관객의 반응은 무엇이 달랐습니까?
Kwon:   두 가지로 이야기할 수 있는데, 호주 관객하고는 제가 실제적으로 
이야기를 해보지는 않아서 모르겠지만, 이제 공연을 하면서 느낄 수는 있었
던 것 같아요.. 그런데 그게 정확한 반응이 어땠는지는 잘 모르겠어요.다. 근데 
호주가 땅이 크잖아요.. 그래서 대륙들도 많고 그리고, 바다가 많잖아요.. 물 
때문에 가족을 잃은 사람들이 주위에 있는 것 같아요. 친척이나, 다 그런 잃은 
것은 아니겠지만 (물 때문에 사람을 잃은 것을 누군가에게)들은 적은 있을테
고, 물과 사람의 생사에 대해서, 깊이 생각할 수 있는 기회가 그들에게는 많았
던 것 같아요. (아마) 공감대가… 공감을 할 수 있지 않았나. 질문의 요점이 어
떻게 다른가 였는데…(웃음) 한국과 호주가 바다에 접한 땅이라서 비슷한 느
낌의 공감대가 있지 않았나 (싶다). 
KOREAN (I can tell it two different ways. Even though I didn’t have much time to 
talk with Australian audiences, at least I was able to sense their feelings during the 
show. But it is still hard to find the proper answer about how the Australian audi-
ence accepted our show. But what I can say is that Australia is such a big country, 
with a lot of land and spacious ocean. And I guess there are many people who lost 
their family members or friends because of water in Australia. Maybe not everyone 
lost their family members but at least they have heard from someone, how painful 
losing their precious one by water. So I think they do have many opportunities to 
think about the relationship between humans and water. Korea is also a country 
that is surrounded by ocean. So in that sense, I reckon Koreans and Australians 
share the same empathy when we think about water.)
Park: Ah, ok. He said it’s hard to define what is the difference between the 
audience reception between Korea and Brisbane. But he said that we are both 
countries surrounded by ocean. So, we do have some empathy. And also, he said 
that he didn’t have much chance to talk with Australian audiences. So, he doesn’t 
know exactly what was the audience reception. But at least he was able to feel 
them while he was performing on the stage. And as I mentioned before, Australia 
is such a big country, which is surrounded by ocean. So, water issue or water or 
flood, from the water disasters, there are some people who have lost their family. 
So, he guesses, for Australian people, there are a lot of chance to think about it 
very deeply - the relationship of water and human being. Yeah. That is what he 
mentioned.
Neideck: Ok, cool. I may have a couple more questions left.
Park: Yes.
Neideck: Moving on to the conclusion, has your understanding of metaphor 
changed at all during the project or after the project?
Park: 이 프로젝트의 진행과정 동안, 당신에게 “은유”에 대한 이해가 조금
이라도 변화하였나요?
 KOREAN (During this project, did your understanding of metaphor [ŭnyu] 
change at all?)
Kwon: 제가 이 인터뷰를 작업시작하기 전에 한번 했었는데, 인터뷰를 작
업 시작 전과 많이 바뀌었다, 제레미가 메타포에 대해 설명했었는데, 처음에 
메타포가 뭔지 모르고 다르게 대답을 했던 것 같아요. 제가 알고 있는 메타포
는 (처음에) 심리학적인 용어인지는 모르겠지만,. 왜 사람이 어떤 물건을 봤을 
때, 내 과거의 어떤 순간으로 돌아가는 경험을 하잖아요. 그래서 저는 그렇게 
생각하고 있었거든요. 지금은 메타포라는 단어를 자꾸 들으면서, 그 단어를 
한국말로 직역하면 은유잖아요. 그렇죠? 그렇게 알게 된 것 같아요. 첫 번째로 
예전에 그런 오해가 있었는데, 단어에서 대해서 잘 몰랐었는데…
 KOREAN (Jeremy gave me the same question for the previous interview before we 
started the project. He explained about the meaning of metaphor [met’ap’o]. At that 
time I answered without knowing what really metaphor [met’ap’o] is. At that time, 
I thought metaphor [met’ap’o] was some sort of psychological word that represents 
remembering particular moments in the past when people see particular objects. 
So I did have a misconception, but ever since then I have heard this word used 
continuously and repetitively, I think I might have come to know what it is… The 
meaning is just literarily ŭnyu in Korean right?)
Park: Yeah. He said, the thought of metaphor has changed a lot for him 
because you conducted, Jeremy, you conducted the interview before starting the 
Deluge project with Youngho as well. And at that time, he didn’t have full aware-
ness of what is metaphor, the meaning of metaphor. And he thought that it is some 
kind of psychological word. For example, when he see some product or when he 
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see some goods. Those sometimes bring up the memory from the past. But now, 
he thoroughly understands what is metaphor. So, he realized the true meaning of 
metaphor now. That is big difference to knowing the exact word of metaphor to 
him.
Neideck: What about your… So, I wonder if you can talk a little bit about what 
has changed about your understanding? About like… So, how do you understand 
metaphor now?
Park: 지금 어떻게, 어떤 단어인지 알게되었다고 하셨는데, 그것을 어떻게 
구체적으로 알게 되신건지 알고 싶습니다. 
KOREAN (You said, you become to know what metaphor is, could you please 
explain us more in detail?)
Kwon: 그런데 그게 은유잖아요…?(웃음) 그게 이게, 은유지 않나. 어떻게 
설명할지 모르겠는데 … 빗대어서 이야기하자면, 제레미가 깊이 생각하는 메
타포가 뭔지는 저는 모르겠어요. 근데 저는 메타포 라는 단어 자체, 의미만 지
금.그 단어 자체의 의미만 이해했어요. 어떤 것을 제레미가 생각하고 어떤 연
구를 하려는지는 모르겠지만… 
 KOREAN (We are talking about ŭnyu, right? (Laughs) So it is literally just ŭnyu. 
It is bit hard to explain at this point… And also I don’t have a full assurance about 
what Jeremy really wants to discover from his research, but the meaning of met-
aphor [met’ap’o] for me is expressing something in an indirect way rather than 
expressing things in a direct or obvious way.)
Park: Yeah. Give me one second. He said he doesn’t know. Youngho doesn’t 
know what Jeremy is researching about metaphor and he couldn’t thoroughly 
understand as much as Jeremy understands about metaphor himself. But he said 
just the meaning of metaphor. Metaphor is ŭnnyu in Korean. So, he just, like in 
dictionary, or said that he just understood the meaning of metaphor from the 
dictionary. Yeah. Yeah. He said like metaphor is ŭnnyu in Korean. So now, I under-
stand in the term, ŭnnyu, metaphor and he says it is a great trouble to explain what 
it is just he just want us to refer to ŭnnyu in the dictionary.
Neideck: Ok. So, we are at the end of the interview now. But I just want to pop 
back to that first question, and see if you have any ideas about the different ways 
Australians and Korean collaborate. If there’s differences or similarities?
Park: KOREAN (Pardon me please. Haha!)
Kwon: 아까 스킵했던 그 질문에 대해서 말해주시면 될 것 같은데요? 
KOREAN (I guess you can ask the question we moved on before.)
Park: Ah. Yeah, yeah. “Do you have any further insight into…” blah blah?
Neideck: My computer is going so slowly. I find it very hard to scroll to the top of 
my document. Yeah, I think I have to remember. Do you have any further insight 
about the differences between Australia and Korea in terms of the way that differ-
ent artists collaborate or creative processes?
Park: Ah…아래에 있는 텍스트와 관련하여, 호주와 한국 간의 차이에 대
해 보다 많은 이해나 통찰이 있나요? 창작 과정, 그리고/또는. 작업 과정 (일의 
방법)?
Kwon: 일반적으로 말하기는 조금 힘들고, 호주에 가서 델루지 작업하면서 
제레미와 함께 했던 팀의 분위기라던지 그런게 굉장히 민주적이고 관대하면
서, 과정(프로세스)을 중시했던 것도 달랐고, 그리고 제레미가 준비를 꼼꼼히 
세세히 잘해와서,리허설을 어떻게 해나갈 건지에 대한 준비가 잘 준비되어있
어서, 어려움 없이 잘했던 것 같다. 한국 연출가는 보통 결과에 대한 준비를 많
이 하는데, 연습 과정에 대한 준비를 꼼꼼히 하는 사람을 잘 만나지 못했었는
데, 그게 달랐던 것 같아요. 
KOREAN (It is a bit hard to say what the difference is in general, but the atmos-
phere with Jeremy and other team members was very democratic and generous 
over all. And a lot of value was put on the process of preparing for the show – that 
is another difference. Jeremy has been working on this project very carefully from 
the start of the project to the end, so I guess that helped our show a lot. We didn’t 
have many hassles to do this show. So to speak, this can be a major difference: 
Jeremy focused on preparing the rehearsal process in detail. I hardly met people 
who prepare the rehearsal process in this detail. He wasn’t entirely focussed on the 
result, which sets him apart from Korean directors in my experience.)
Park: It is hard to mention the difference of Australia and Korea in terms of 
collaborations in general. But the atmosphere of working with Australian team was 
quite democratic and very generous. He has experienced some things from Korean 
directors that they’re focused on mostly results, not the process of the performance. 
But for him, it was the first time to meet a “Jeremy” kind of director who really 
focuses on process or preparing the rehearsal or the show. And he said that Jeremy 
is the one who prepare things in detail and very carefully prepares for the show. 
That’s all.
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Neideck: Right. Wonderful. I guess the last question is, do you have anything that 
you want to say about the project or the way that we worked or do you have any 
questions?
Park: 마지막으로 어떤 질문 같은 게 있으신지 듣고 싶다고 하네요. 
KOREAN (Lastly, are there any other questions or anything you want to say?)
Kwon: 4월에 만나요! 
KOREAN (Meet you again in April!)
Park: See you in February!
Neideck: Yes, we will.
Park: February?
Neideck: April.
Park: Oh no no no, April, April. 
[END]
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Interviewee: Katrina Cornwell (Participant A4) - Melbourne
Interviewer: Jeremy Neideck - Seoul  
Neideck: This is principal researcher Jeremy Neideck with participant A4 Katrina 
Cornwell doing an exit interview, at 3:38 on the 5th of November. Kat, how do you 
feel?
Cornwell: After finishing the project?
Neideck: Yes.
Cornwell: I feel good. It’s always a bittersweet feeling whenever you finish any 
artistic project, and so this is pretty similar. I feel simultaneously very proud of 
the work that I did, and on the project, and also very sad that it’s over. I feel like 
it’s incomplete, like the journey is incomplete because we didn’t have the standard 
season somewhere - for a week, or two weeks, or three weeks. We just performed 
one night [in each venue], it was like the performance part of the project was very 
unusual for me.
Neideck: Do you feel like you’ve got any further insights between the differences 
between Australia and Korea? In terms of creative processes or working practices?
Cornwell: Yes and no. I think the thing that I’ve learned is that there’s never one 
blanket rule for a culture. It’s just a room full of people who are all very idiosyn-
cratic, just like we are all very idiosyncratic, so every time I thought “oh that’s how, 
or that’s the Korean way of doing it”, it will be disproven a few days later. Like I 
would think “the Koreans that we work with have an incredible work ethic, and 
they won’t whinge”, and I was like “we’re really fucking whingey as Australians in 
comparison” but then when we went to Korea, and the support staff in some of the 
venues that we were in didn’t want to do anything that was too difficult, and I was 
like, “oh that is really unusual”. So it’s not a cultural thing, it’s perhaps just the thing 
that’s applicable to these three artists that were working with. So I don’t know I 
feel… “Yes and no.”
Neideck: Great. [LAUGHS] A very interesting answer.
Cornwell: I always think it’s kind of funny when we do this interviews you don’t 
talk back. You’re just like “Ah-huh”.
Neideck: Well, see…
Cornwell: We always, in theatre have a conversation about it…
Neideck: Yeah, yeah. Well the thing is, in my interview with Sammie I was very 
chatty and I got self-conscious but actually, just then, I was quiet because I was 
thinking, “Oh yeah you’re confirming the things that I saw and have been thinking 
about,” so that’s nice for me not to have told you what to say.
Cornwell: Yeah, yeah…
Neideck: [LAUGHS] I mean…
Cornwell: No you go…
Neideck: I mean you’re right, I mean obviously… Well it’s not so obvious, but you 
can’t categorise a whole group of people just by the experience of a couple. It is 
interesting how, depending on where we were… When we were in Australia our 
Korean collaborators were really hard-working. But then when we were here in 
Seoul, it’s their home, they’ve got their homes to go to, they’ve got their life to sort 
out, where we were like “yeah let’s do this”.
Cornwell: Yeah, the roles did change, it was interesting. And another thing I was 
thinking about was, working with Hoyoung and Younghee in particular, Yongho 
didn’t seem to give a shit, but that they didn’t like sitting in places that were artisti-
cally very abstract. I thought they seemed a little uncomfortable with that ambigu-
ity, but then performing in Korea I thought that the audiences sat with abstraction 
and symbolism so much better than Australian audiences.
Neideck: Yes.
Cornwell: So I felt baffled by that. It is so full of contradictions.
Neideck: I guess the sample size is really small, you know, that we’re working with.
Cornwell: Three.
Neideck: Yeah three Koreans and four or five Australians. I think that over the last 
four years I’m just getting to know Yonghee and Hoyoung a lot better.
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Cornwell: Yeah. And I think it would be very hard for you now, to look at things 
objectively because you know them so well.
Neideck: Yeah - it is difficult…
Cornwell: Luckily…
Neideck: I mean luckily my PhD is not about like generalizing a whole culture. But 
for me, the thing to learn out of that is that it is about the relationships. These cul-
tural or transcultural collaborations, they’re not about how cultures meet together, 
they are about how people meet together.
Cornwell: Oh that’s so true.
Neideck: Yeah.
Cornwell: Which is good, like somebody needs to write that, that’s great.
Neideck: Yeah. And people have written about that before, but this is our own 
unique perspective on it and the way that we dealt with it. I think there are some 
interesting points.
Cornwell: Um…
Neideck: During the project did you find that there were any benefits, challenges 
or difficulties in the process of collaborating with the artist from different cultural, 
linguistic, or artistic backgrounds?
Cornwell: Yes there were. Obviously communication is some sort of barrier, but 
then I felt like the way that we dealt with it, or maybe I should say you, no we, dealt 
with it, was by paying particular attention to communication and allowing there 
to be more time, and actually factoring that in. I just found that really nice, just in 
general for things to be over communicated. I actually think it was beneficial for 
everybody in the room. One thing which was funny, was that the one day you wer-
en’t there, Hoyoung and I kicked each other, and because we were just barrelling 
along, “bang!” you know the way that you do when you are coming up with an idea 
and you just turn to each other [and say] “yeah, yeah, yeah let’s do it” and then we 
really misunderstood each other and we kicked each other… [LAUGHS].
Neideck: [LAUGHS]
Cornwell: It just makes you realize that you actually do have to slow down and take 
time, even when you think you’re on the same page, you may not be.
Neideck: Yeah. That’s the really interesting thing. Maybe because I know Hoyoung 
really well, and there’s even problems with Younghee communicating – not prob-
lems – but there are things that happen. One habit that I got into is listening to 
everyone’s conversations and picking up on miscommunication, and trying to fix 
it before it happens. That kind of thing happened among the production staff in 
Seoul with artists like Dan – getting really angry because people weren’t doing what 
he had asked for but the understanding of things were different like…
Cornwell: Yeah.
Neideck: And trying to like smooth those over, as well as acting more like a cul-
tural translator than a language translator.
Cornwell: I realised there were a few times, when we’re getting really tired where 
the Australian contingency had stopped speaking slowly, do you remember?
Neideck: Yeah.
Cornwell: And there was actually a couple afternoons they had to pull us up on 
it – which is just a really great reminder, even though you’re tired, to not lose your 
attentiveness, and not lose your presence and your care in the room.
Neideck: Yeah.
Cornwell: I thought it was great, it’s so beneficial to have to sit down and really take 
care.
Neideck: It’s like there’s a pressure valve there that you don’t get where everyone 
speaks English. Everyone gets to that point where you’re really tired and you’re not 
communicating well, but there are places to hide when everyone speaks English. 
But when you can’t work because there’s no communication then you have to deal 
with the thing. “Okay, well maybe we should take a break” or “we should move on 
to something else” or “we should sit and talk for for a bit”.
Cornwell: I often feel when I’m in a rehearsal room that people just get on their lit-
tle soapbox for the sake of it, and there’s so much useless talking and I feel like this 
process cut that away. Particularly for myself, I normally would say something if I 
felt like it was really necessary, because I’m so aware of not wafting and not using 
really verbose slang for the sake of listening to my own voice.
Neideck: That’s really interesting because that’s one of the challenges I had. I had 
so many ideas, and I’ve done so much research, and done all this stuff, and during 
this process especially, we didn’t have time. There wasn’t an opportunity for me to 
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sit and talk about everything and make sure we were all on the same page. When 
we were talking, we had to stumble through it all together. One of the regrets I had 
was that I wasn’t communicating my ideas well enough, because every time I went 
to do it I’m like, “Ah it’s just too hard.”
Cornwell: Really?
Neideck: Yeah. But that happened quite a few times, but then having to find a 
physical way to do it, or find a way for other people to have input into the process.
Cornwell: But perhaps that’s more valuable, because everyone in the room under-
stood physical language. There were a number of times when we were all on the 
same page when it came to what the work was, even without talking about it.
Neideck: Yeah.
Cornwell: Yeah.
Neideck: After this process – have you got any better idea about where you fit into 
the team in terms of like collaboration or group dynamics? I asked this question in 
the first interview.
Cornwell: Yeah, I can’t remember what I said. I think now I fit in this team as a 
supportive role. I feel like I was always very willing to try things first before ques-
tioning them, I also felt like I was your very much your supportive role. I was really 
feeling like I was there to support you the whole time, I don’t know why, but I just 
had that feeling of… I don’t even know if you felt that I was looking after you a 
little bit.
Neideck: No I really did feel that, I did.
Cornwell: You did feel that a little bit?
Neideck: Yeah – yeah absolutely.
Cornwell: I just sympathize because I’ve directed before, and because I’ve done the 
process, I just felt like I could see that you have a lot on your plate, and so I was 
going to do whatever I could to make sure you were okay. Well, not that you were 
okay, but just to alleviate any sort of pressure I could off your shoulders in any way 
I could, which was definitely very subtle and probably unnoticeable even to me. 
Because you being okay is the number one ingredient for the show being good. You 
having this space to be creative, is one of the most important things for the show to 
actually be good in the end.
Neideck: Yeah I understand. I think that I know everyone differently, but in this 
kind of process, I think I know you and Amy best. I know that Amy gets really 
sceptical but also then supportive. And even though everyone does that, I don’t 
have to worry. But especially with people like Sammie, or Yongho who I’m always 
worried that I’m coming across like some kind of dickhead or wanker because they 
don’t know the process that we share. Through our background you go, “Ah I don’t 
know what’s happening – but please just go with me”
Cornwell: Yeah.
Neideck: I was trying to find what you said in the first interview but I couldn’t find 
it.
Cornwell: I probably said something very minimalistic. That was my approach the 
first time.
Neideck: [LAUGHS] Okay so what did you find most rewarding or enjoyable 
during our rehearsal process?
Cornwell: REM Ball, but also learning new skills with Hoyoung.
Neideck: Yeah.
Cornwell: Like there is something very rewarding about conquering new skills. 
You’re like “I can’t do that.. yeah I can do it.” The most basic thing that the human 
being goes through is learning a new skill, so that was fun and hard. I think things 
are fun when they’re hard.
Neideck: Yeah.
Cornwell: Yeah.
Neideck: And actually for me, doing that, but also watching the event. Because last 
time, even though we had Hoyoung in the process, trying to get ourselves moving 
at that level was really such a struggle, and I guess we hadn’t put any time in and we 
hadn’t thought about it properly, or I hadn’t thought about it properly. But once we 
started working with Hoyoung it was like, “Oh okay, it’s going to be fine, we’ll be 
able to find something.”
Cornwell: Yes, totally.
Neideck: Something physical out of this kind of training.
Cornwell: Yeah.
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Neideck: Yeah um, what did you find most frustrating?
Cornwell: Just the time management, in general. To us it was a really long time to 
actually get into the show, and I understand the process. Even understanding the 
process, I think it took too long to get into the show. Poseidon should have been 
one of the first things that we started working on, not the last, and the lack of 
recovery time particularly right before the season was actually problematic.
Neideck: Yeah
Cornwell: Yeah
Neideck: Yeah
Cornwell: For me, you should be hitting your peak energy on the opening night 
,but it just wasn’t that way at all.
Neideck: Yup.
Cornwell: It was frustrating. It was like, “Fuck I don’t want to be this tired…
Neideck: Yeah.
Cornwell: …I want to be at my peak right now.”
Neideck: Yup.
Cornwell: So it’s that feeling of “digging deep” which is okay, but it could have been 
better.
Neideck: It could have been better, yes. Those things are the most frustrating for 
me as well. All the time management stuff. I don’t know if you’ve been in this posi-
tion like you can feel it all slipping away…
Cornwell: Yeah. “Fuck this is gonna be…”
Neideck: Yeah, yeah. And the false start of the rehearsal period was quite frustrat-
ing. Without Younghee, and then we picked her up again, anyway this isn’t about 
me this is about you. Do you think – has your comfort with using movement as an 
expressive tool changed at all since you started the project?
Cornwell: Yeah, it has, I think the training with Hoyoung really helps. Bumping 
up skill levels again. The other thing that I’ve noticed is that I’m more comfortable 
with saying that I’m a dancer, which is something that I’ve never done. I can always 
say, “oh, I’m a physical performer,” or use some other terminology, but I’ve started 
saying that I’m a dancer, which is strange.
Neideck: Where do you think that comes from?
Cornwell: Because this is an overtly dance piece I think, so that seemed a like the 
right word to describe what I do in the show.
Neideck: Has your comfort of using the voice as an expressive tool changed at all?
Cornwell: Yes definitely. I say more so than the physical expression, just because 
of the repetition of what we did. Building up the muscle of using my voice expres-
sively. There’s a session that we did where we had to do Lanes, but also use the 
weird sounds that we were making with our voice, and it sounded ridiculous 
to me and so I was like, “I have to go in first group otherwise I’m gonna get all 
weird about this”, and it was really good, and really interesting, and the noises 
that were coming out of my throat were effortless. There wasn’t any catching or 
anything. They were bizarre. Mostly it was very surprising for me, the results were 
unexpected.
Neideck: Is there anything you can identify that contributed to the kind of effort-
lessness of being able to do it? Because I think that is a session that we did it was 
quite early, I think it was done in the rehearsal room – Was it down in the rehearsal 
room?
Cornwell: No it wasn’t downstairs, it was when we moved back into the studio.
Neideck: Oh, okay cool.
Cornwell: I think it’s because we’d done a number of sessions in a row with 
Younghee that week, a little bit every day. There’s a definite switch in my body/
brain – It might be in both my body and my brain – there’s a switch between it 
being a really conscious act, to being an unconscious act, and when it switches 
over in to this unconscious and embodied act, it’s just completely effortless. It’s the 
same state which actor voice training aims to get at. Sometimes it’s effortless and 
connected, and every other time it’s some variation of not being connected. I don’t 
really know what the switch is… No, I think the switch is caused by repetition, of 
doing the same thing over and over again and being physically comfortable, and 
comfortable in the room. I think also being paired with an exercise that was impul-
sive and physical helped to bump it up.
Neideck: Yeah that makes complete sense, Yeah.
Cornwell: That’s not ridiculous is it?
Neideck: No it’s great, um that’s really…
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Cornwell: Also I felt like Younghee had confidence in my voice, which gave me 
confidence in my voice, which is a dumb and immature thing to say but it’s the 
truth.
Neideck: No it’s true. You can trust that Younghee is being honest when she has 
confidence in something, which is good. Moving on to the creative work, what was 
Daehongsu Deluge about for you?
Cornwell: Um so…
Neideck: And you can feel free to make contrast between rehearsal and perfor-
mance, or Australia and Korea, like you said.
Cornwell: For me, it’s about our relationship to water – which is so all encompass-
ing – but for me even that is symbolic. Let me get my head right – Scratch that, 
erase that, so… It’s about our relationship to water. It’s all-encompassing because 
it’s both on a micro scale and a macro scale. We are made up of water, so in some 
ways it’s our relationship to ourselves – I felt like at times in the piece that’s what 
it was. A lot of the time I guess I was thinking about our relationship to water that 
is outside of ourselves, and in particular being connected to the flood, but more 
about being connected to something like a natural disaster, or something that is 
bigger than us. I think that that really became more apparent performing in Korea. 
We had that audience number that asked us about the ferry disaster, and I realized 
then that in the work, that experience of being at the mercy of an outside force 
that’s bigger than us all individually is a very transferrable experience into different 
circumstances.
Neideck: Great, were any of the dramaturgical or imaginative layers that we dis-
cussed during rehearsal useful to you as a performer?
Cornwell: Very useful. As a performer I love all the image work. Sometimes when 
I have performed in shows before and there’s like there’s image work – I say that 
in the butoh sense where the body is being layered with images and metaphors – I 
let go of the images once I get into a performance. But I felt in this show, I kept 
coming back to them while I was performing. So all that stuff is incredibly useful 
to me. Those images often link back to a lot of the dramaturgical things that we’ve 
talked about, like the poem, and the moments where we were actually looking 
at the vessels, I think about the poem. Because there’s a lot of space in the work, 
I have to give my brain something to do. They were all incredibly useful to me. I 
have to say though that this time around I found the crack moment less useful. I 
felt that actually it confused the process at times. And I think that’s for two reasons. 
Number one is that the major crack moment was after Pounding last time. But the 
lighting design has changed, and in that moment the laser came on and so it didn’t 
seem as important or necessary. Actually in that moment, all I would think was “be 
really, really still. Because if you move the light of the laser is on you.” That was that 
I was thinking in that moment. It was no longer about an emotive journey because 
they couldn’t see it anyway. And I think the other reason is because I think the 
whole performance is a crack moment. So I don’t know why the individual crack 
moments are necessary. That space of “no mind” and that space of entering the 
spiritual world is the whole performance for me. So I try to do that. So it felt less 
important.
Neideck: Right.
Cornwell: Yeah.
Neideck: That’s how I feel about it as well. Especially butoh, it’s not butoh, but in 
butoh based work, that’s the aim. You find these crack moments, and you do all this 
shit, but then what you’re really trying to do is expand that space to encompass the 
whole performance. The dance was a neverending crack.
Cornwell: By Jeremy Neideck.
Neideck: That’s the name of my thesis now.
Especially once we got to Korea we had the space to identify performances of the show 
as, either good or bad. I was wondering if you had any ideas about what a bad show 
of Deluge feels like and what contributes to that?
Cornwell: A bad show is when you’re feeling flat and tired, and people aren’t phys-
ically on point. When we’re not listening together as an ensemble. When the show 
doesn’t fit the architecture, then everything feels like you’re trying on clothes that 
don’t quite fit. And when you make an overt mistake it feels like a bad show. Like 
you do something like “ah, I fucked that up” and then it’s all over from there. “I put 
the wrong god damn foot first”, or whatever it is.
Neideck: Yeah.
Cornwell: Yeah?
Neideck: How about a good show?
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Cornwell: Just like the opposite of that. Everything flows. Everyone’s listening. It 
feels physically sharp. The timing feels right. You can somehow feel that the audi-
ence is with you. There’s less shuffling and stuff in the a udience.
Neideck: Great. Moving off of that point, what are your impression of the audi-
ences’ reception of the work?
Cornwell: I feel like in Brisbane, in general, people didn’t understand it. No, I don’t 
even know if it was that. I feel like it was received so differently in both countries 
and not in the ways that I expected. And it’s hard to know how much the tea / 
water ceremony played into that. Because a lot of people in Brisbane had a real 
problem with the start of the show. That’s what I heard quite consistently. And then 
so we changed that, going into Korea, so it’s hard… It’s not a controlled study, you 
know. We change one major element to it, which I think is fascinating because for 
us it was like, “oh yeah, then we go and we do this tea thing and that’s fine.” But 
for the audience because it’s the first thing that they see, it was so important and 
it flavoured everything. I just find that absolutely astounding. I think in Brisbane 
people thought it was like… It’s so annoying because I feel like in Brisbane there 
is a lot of experimental stuff. I mean I’ve seen a lot of experimental performance 
work in Brisbane. But people were like, “Oh yeah, it was weird, I didn’t know what 
that meant. Thank God I have program notes.” That’s mainly just my mother speak-
ing. And even Peta Ward was like, “What does that mean? I didn’t know what that 
meant.” I was like, “Really? Did you read it?” If you read the notes and then you 
watch the show, it pretty much makes as much sense as it is going to make, right?
Neideck: Yeah.
Cornwell: And I’m not sure if it’s because I’ve been away from Brisbane and from 
the Brisbane theatre scene for a little bit and I’m not sure if it’s because of the fla-
vour of the work that’s been there in the last couple of years, and maybe it’s moved 
in a direction that I haven’t known about. Maybe works have been more literal or 
more dramatic or something. Or more political? I don’t know. But because this 
work just, isn’t. It’s so abstract and emotive and ephemeral. And then in Korea I felt 
like the audiences were able to sit in symbolism a lot better. And that’s just from 
the, what’s the right word, not feedback, talk-back, what’s the right word?
Neideck: Yes. Question and answer session.
Cornwell: The question and answer sessions. The questions they asked were great 
questions really. Talking about the emotional life of the work, and the symbolism, 
and connecting it with things and wanting to know where it came from and where 
the images came from. I felt like in Korea, they really understood. They sat within 
the symbolic world a lot better which is the world of the show. What do you think 
about that?
Neideck: I think the same thing. The reaction to it in Brisbane was surprising.
Cornwell: Yeah, right.
Neideck: It was surprising.
Cornwell: Surprising. I’m like, “Come on, you guys have seen abstract work before.” 
I’ve been in it!
Neideck: Yes, yes. Especially people that have performed in abstract work before, 
you know.
Cornwell: Do you think it’s because of the framework of the Brisbane Festival? 
Suddenly now that it’s in the Brisbane Festival it can’t be as avant-garde?
Neideck: Maybe. I guess it comes from a really independent, not exactly in a 
gritty and underground way, but a background of independent making. “Just try 
anything”. And to be programmed in a festival in a major venue in Brisbane. And 
maybe people’s expectations of my work over the last couple of years. It’s pretty 
funny because with the first season of Underground, everyone was very surprised 
because they thought they were coming to see a butoh work. And then people 
come to see this, and they were very surprised because they think they had come to 
see a piece of cabaret!
Cornwell: You’re a chameleon as an artist Jeremy. You’re just keep them guessing. 
Have you had a feedback from… I can’t ask this while we’re doing this interview. 
Don’t worry, keep going.
Neideck: No, you can ask.
Cornwell: From your uni people?
Neideck: No. I haven’t talked… I don’t know who the examiners are. So I haven’t 
been in contact with them. But for my supervisors like Mark, they really enjoyed 
it. And got lots of feedback from people like in the foyer and passed some of it 
through to me. It was all good feedback from the people that I expect to have a 
critical and academic lens watching it. It was good feedback. But then again most 
of those people have read what I have been writing about the work.
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Cornwell: Probably saw the development.
Neideck: In terms of the concluding parts of the interview. Has your understand-
ing of metaphor changed though during the course of the project?
Cornwell: Yeah. Totally has. Well, no wait. That’s wrong. I don’t think my under-
standing of what a metaphor is has changed at all, but I think that I realise how 
important it is. It was so incredibly important to this work. Because I think in my 
first interview, I said that I didn’t really engage with it that much, now I think that 
that’s not true. I was like, “Oh in my work that I’ve heavily engaged with meta-
phor for work with young people and they’re all quite literal…” I don’t think that’s 
entirely true at all. Actually, metaphor is very important to help us see beyond 
what’s in front of us. That’s how it’s changed. I like to think it’s integral now to 
making art in general.
Neideck: I want to ask you more about that, but I’m not sure exactly what the 
question should be. In your own work then, why do you see now that metaphor is 
important? What do you see?
Cornwell: I think I innately work with it already. For example in one of the shows 
where we’re retelling Medea. We made Glauce a puppet. Like literally a hand 
(puppet). No other character in the piece is a puppet except Glauce. And that of 
course is a very strong metaphor that ran through the work. And there were other 
visual metaphors, heaps of metaphors that were visual. Even though what we were 
doing was quite everyday, I think the world that we paint onstage visually uses a lot 
of metaphor. And it just got me thinking that actually in the work that I do in the 
future I want the students to actually engage with the concept of metaphor them-
selves during the process. We actually talked about it and get them to start coming 
up with metaphors and engaging with that concept and trying to get them to work 
with it.
Neideck: Yeah.
Cornwell: Because I think it allows you to expand what you’re doing into some-
thing that’s more expressive, which of course is necessary. Not necessary, but I 
think it’s something that would be very beautiful for them to take away from the 
work that we do with them.
Neideck: I had a similar realization when I was reading about metaphor and realis-
ing that it’s actually the way that we think. We think metaphorically, unconsciously.
Cornwell: I think like, all the time.
Neideck: All the time. It’s almost like a hidden mechanism for the way that 
our brains work and our language works. Once you realize that, you can make 
particular choices about it. It’s like in the Viewpoints training. Like it is always 
there. We are bodies in space. Once you realise that, you go “Oh, okay. I can start 
manipulating this”. And you know, the first couple of times you manipulat things 
really overtly. But then once you have those skills, things become more subtle. It’s 
just another way of massaging meaning out of situations.
Cornwell: Yeah, yeah.
Neideck: Is there any other kind of feedback that you would like to talk about in 
regards to the project? Concerns? Or nice things? Or…?
Cornwell: I like that you wrote “nice things”. Let me think. I think so many things 
and yet I really don’t know what to say right now. “Is there anything else in this 
joint experience that we haven’t talked about?” I really enjoyed it and I’m really 
glad that you asked me to be a part of it again. I really enjoyed performing. It’s 
always just so good to do. It’s not useful at all as feedback or concerns.
Neideck: No, no no. It’s incredible. We all start off as performers and then do other 
things and then forget. That actually that’s what we want to be doing.
Cornwell: I know. I love it. It’s such a treat when I get to do it. It’s like giving myself 
an ice cream after going to the dentist.
Neideck: Yeah. [LAUGHS]
Cornwell: I think the only piece of feedback for next time is the time management 
stuff. That was the only negative part of the experience for me. It’s that it was a bit 
full-on, and a bit full-on for my body - which is also something that’s very particu-
lar to me. Is it going to happen next year?
Neideck: Well. Yeah. It looks like it. We’re waiting for word from the Korean 
people. Seoul Foundation. But basically either we do it on the exact anniversary of 
the ferry disaster which is the 16th of April, or we don’t do it at all. So we’ve giving 
them the amount of money that we’re going to need in cash and then they’ll have 
to pay for lots of other expenses. We’ll just see. Jo Sonhee, the woman that asked all 
those questions at the feedback session. She’s obsessed with it. She’s like a dog with 
a bone.
Cornwell: She’s amazing. That was amazing. Did she ask all those questions?
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Neideck: Yes. It’s pretty good.
Cornwell: That was beautiful.
Neideck: Anyway, so we’ll see.
Cornwell: It’s very upsetting for me. That’s my concern.
Neideck: It’s very upsetting for you?
Cornwell: Yeah, because I wouldn’t be able to do it.
Cornwell: [FUNNY SOUNDS] It’s weird.
Neideck: Oh no.
Cornwell: Just won’t be as good that’s all.
Neideck: It really won’t be as good.
[END]
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Neideck: So it’s 9:14 on Tuesday of the 11th of November. This is principle 
researcher Jeremy Neideck with participant A5, Amy Wollstein doing an exit inter-
view. Amy, how do you feel now that the stage of the project is over?
Wollstein: Good.
Neideck: Good? Wonderful. Do you feel that you have got any further insights 
into the differences between Australia and Korea in terms of creative processes or 
working practices?
Wollstein: No, not really any further insights, no.
Neideck: Okay, during the project did you find that there are any benefits or 
challenges or difficulties in the process in collaborating with artist from different 
cultures or artistic backgrounds?
Wollstein: I think the biggest challenge was, whilst under pressure, remembering to 
stay calm and to speak slowly and seek out Korean participants’ opinion because 
sometimes I guess they would get left behind in the conversation and tune out. So, 
with the English-speaking people remembering to speak more slowly and maybe 
the Korean-speaking participants remembering to tell us when they’re not under-
standing a little more.
Neideck: Do you think that you have a better idea of where you can kind of sit in 
the team in terms of group dynamics or collaboration? I can’t remember how you 
answered this question the first time around.
Wollstein: I don’t remember either. I think the team was very strong together. And 
I felt like the environment that was set up was very collaborative, so I felt able to 
express my ideas freely.
Neideck: Cool, okay, so I’m going to move on from the form and into the process. 
What did you find most rewarding or enjoyable during the rehearsal process? I was 
assuming there was something to enjoy…
Wollstein: I guess seeing what you have talked about being brought to fruition. I 
enjoyed the relationships built within the rehearsal room and once we got into 
show.
Neideck: With regards to the building of relationships, what kind of things do you 
mean? How did that happen, or what kind of things contributed to that? Or was it 
just natural?
Wollstein: I think my bet is that it was inherently natural because we spent so much 
time with each other intensively. I also I felt like that there was a strong sense of 
respect for each other in the room, which allowed us to be ourselves as artists, 
and as people more quickly and easily. I enjoyed getting to know people as artists 
and who they were in that sense as well as having you set up the parameters that 
although you were the director, other people stepped in to a leadership role so that 
was nice as well.
Neideck: What did you find the most frustrating during the rehearsal process?
Wollstein: I felt that the training maybe went on for a little too long. And that was 
frustrating because I then felt panicked about not having a show.
Neideck: Okay, that’s consistent. 
[LAUGHTER]
Neideck: Do you think that your comfort with using movement as an expressive 
tool has changed since the start of this project?
Wollstein: Yes. I think I felt more comfortable before the project began.
[LAUGHTER]
Wollstein: As an expressive tool. I think I still feel confident in doing that but I 
think this style of movement, which is something I thought I would feel very 
comfortable with, and then I felt less comfortable in. Once I actually did it I felt less 
comfortable than I thought I would and less confident than I thought I would.
Neideck: What contributed to that do you think?
Wollstein: I think just being in a room full of very established dancers or movers. 
And I guess also those who weren’t as established had something else to offer. For 
example, Younghee can play the drum and sing very well, and I guess you have 
been very trained in the movement style that you were wanting to explore and I felt 
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like I kind of just wasn’t either… I wasn’t that. What I’m trained in wasn’t neces-
sarily of value in this process which is totally fine so I floundered a little bit in the 
middle.
Neideck: Well you covered that up very well. 
Wollstein: Pardon?
Neideck: I said you covered that up very well.
Wollstein: I had a few moments where I spoke to the lovely producer and I said, 
“If I’m shit you need to tell me that I’m shit so that I could work harder and feel 
better.”
[LAUGHTER]
Wollstein: He told me some things and it was okay.
Neideck: Okay, good, a bit of back door advice. So you’ve been in four cycles, three 
cycles I guess of the project so is this a new kind of feeling for you in this project?
Wollstein: Yeah, newish. Maybe new to the extent that I felt it. I think the pressure 
of where the project was being performed as well. It was on the main stage at the 
Powerhouse as a part of Brisbane Festival and that it was billed as a dance piece 
made me also feel that pressure, and feel less confident in my movement ability. 
And also I don’t think that before we had ever had dancers, well we had Minji in 
the room, and Hoyoung, Hoyoung is a mover but I wouldn’t consider him a dancer. 
Whereas this time we had Sammy and Youngho who are quite established dancers, 
so I don’t know. I felt not quite up to their skill level. But I also found comfort in 
that. I was providing something else within the process. When the process went on 
I could see that, when we were not having to learn the skills to make the show any 
more I could see that, but in the middle when we were learning the skills and it was 
more difficult for me, that was when that happened.
Neideck: It’s interesting that a producing decision like billing the show as dance 
and, having it programmed in dance festivals affected the peace of mind of a per-
former. That’s interesting. Something about setting up expectations.
Wollstein: I think also having Sammy as a dancer and especially a Brisbane dancer 
and she’s quite well known in the dance world in Brisbane, and her feeling maybe a 
little panicked that this is a dance piece maybe influenced that in me a little.
Neideck: I guess it took a little while for everyone to understand what we meant by 
dance. I could feel that from both, ends of the spectrum too.
Wollstein: I always knew what you meant when you called it dance, but I think 
it’s having that expectation from the audience as well because it wasn’t filled… I 
don’t know what’s… I don’t know if it was or wasn’t, but I don’t feel as though it 
was strongly communicated to the audience who were buying tickets that it was a 
contemporary dance piece based on the style of butoh.
Neideck: So moving on to voice has your confidence with using your voice as an 
expressive tool changed at all since the start of the project?
Wollstein: I’ve always felt comfortable in using my voice and with nice and we did 
start to look at the voice. It was finally something where I felt like, “oh I can do this. 
This is the skill that I have that maybe the others don’t have as strongly so I can 
contribute a little more.” So no, it hasn’t changed.
Neideck: Cool, moving on to the creative work what was Deluge about for you and 
there are kind of two sub-questions. Did it change between rehearsal and perfor-
mance and did it change between Brisbane and Korea? You can answer that any 
way you like.
Wollstein: Deluge, that show that I did three weeks ago.
Neideck: So long ago.
[LAUGHTER]
Wollstein: So long ago, oh I’ve done a whole another show since then. Deluge 
was about, for me, I really connect with the Brisbane flood element that we were 
exploring and the feeling of being overwhelmed and helpless. The feeling that we 
have no control over water but we want to try to control it as a human race. That’s 
I guess what I connected to the most as an over-arching story. So that was what it 
was about for me. And then what were the sub questions?
Neideck: Did anything change between rehearsing the show and performing the 
show?
Wollstein: As always happens with shows, you are so focused on the detail in 
rehearsal of: “this is where I need to be, I need to be in this light, this is my entry 
and exit…” That when it finally becomes a show; as a performer, I find the journey 
then. Or I’m happily surprised that what I think was the journey is actually the 
journey on opening night. So the change was only that I had forgotten what it was 
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about and that when it was all together with everything I remembered again.
Neideck: What were the kinds of things that helped you to remember? I think this 
is jumping ahead a little bit but what did you, at that moment when you were, “oh 
yes, I’m connected to the journey,” what were the things that popped up?
Wollstein: It was when all of the design elements were there on stage. And once that 
feeling of panic left. Once that, “holy shit we’ve got to do this and this and this,” 
and then “we’ve got an audience in a day”. Once the audience were in the room and 
I was aware that there were people watching and trying to follow this piece, that 
made me remember - as well lighting and sound and costume and the material. 
Because really until opening night, if I remember right done a full run with the 
material. It was a combination of both things but definitely the audience and the 
sound and the lights I would say were big part of that.
Neideck: Did the meaning of the show change you once you got to Korea?
Wollstein: I think I became a little more aware of what it would have meant for 
Koreans, and especially quite aware of the recent tragedy where many people 
drowned. So it was just making that shift of being essentially an experience being 
told through an Australian director’s eyes and having it transported to another 
country. And so the audience will have a completely different experience of that.
Neideck: Were any of the dramaturgical, imaginative layers that we discussed 
during rehearsal and during development, were any of those useful to you as a 
performer on the stage?
Wollstein: Yes. Yes. There were many layers and I found that I didn’t connect with 
all of them and I found some of them confusing for me as a person and performer. 
So to be able to connect on the stage, there were things that worked for other peo-
ple, but that I didn’t need to think of. 
Neideck: What kinds of things really worked for you?
Wollstein: I think the through-line of the woman worked in parts, but I also found 
that I had to forget about that in order to do some parts of the show. In the begin-
ning and in the end it really worked for me to come back to that, and trust that the 
audience was seeing that throughout the rest of the show. But as a performer, we 
were playing so many different roles… it’s probably different for me than it was for 
Younghee for example, because she was that woman that the audience saw. So the 
woman was the thing that I connected to the most and then I liked the feeling of 
the chapters, like the water cycle. The water cycle and the woman, those were the 
two things.
Neideck: Once we got to Korea we started identifying different performances of 
the show as good or bad, or feeling good and feeling bad so what would a bad show 
of Deluge feel like for you?
Wollstein: A bad show would feel like I was just going through the motions and the 
sections, and I would find myself not investing in the imagery that we had created 
for a lot of the movement. And I think that would come with being tired. Feeling 
tired and not on my game and therefore not investing in the imagery or missing 
cues, or not being connected to the group.
Neideck: How would that negatively affect your feeling?
Wollstein: Well I don’t know that it would negatively affect it. I think if I was aware 
of it within the show - which I am especially in Elements - I was aware of it if I 
was having a lot of self chatter instead of investing in the imagery and movement. 
If I was aware of it I would just be aware of it. I don’t know, I don’t know how to 
explain it.
Neideck: What would be the imagined consequences of doing a bad show for you? 
What do you imagine the consequences of that being? Is it for you personally or is 
it for the audience?
Wollstein: I guess the audience. The audience’s experience wouldn’t be as strong, 
and my integrity as a performer would feel a little diminished because I had moved 
through the motions in that section of the show. I hadn’t connected fully with my 
other performers on stage.
Neideck: Moving towards a good show, what would a good show feel like?
Wollstein: Well I guess the opposite of everything I just said. I don’t know. It 
would feel like everyone was working towards creating moments together and 
individually.
Neideck: Great.
Wollstein: And everyone’s individual experiences would create a big group expe-
rience which takes into consideration music, lights, design. I don’t think I’ve ever 
been in a show where lighting, sound and design have played such an important 
part as well. Feeling like those things were having a conversation with the perform-
ers on the stage that could allow performers to invite the audience into what we 
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were doing as well.
Neideck: What are your impressions of the audience’s as reception of the work? 
And was this different between Brisbane and Korea?
Wollstein: Yes. I think a Korean audience understood it more or if they didn’t 
understand it, it didn’t bother them. I think the Australian or Brisbane audience 
really was trying to find the meaning and through-line and if they didn’t find that 
quickly it frustrated them. I think the Korean audience was just as happy to see the 
imagery and have that take them on the journey.
Neideck: Sorry, this is like a sub-question. Did you ever get a sense during the 
show whether or not the audience was getting it or receiving it?
Wollstein: Yes. I remembered the show that we did in Brisbane that was in the after-
noon, the matinee show. I think that was the one that was most well received in 
Brisbane. I think because it was an afternoon, no one was rushing anywhere, peo-
ple were happy to sit down and receive the tea. They thought that was quite lovely 
and novel as opposed to other audiences in Brisbane who thought it was frustrat-
ing or there was often a sense of unrest at the beginning, whereas that matinee 
show I felt that there was a sense of, “well I feel very welcome here, what is this?” 
and they were ready to go on that journey with us. So yes, I think the beginning of 
the show really set up whether the audience was there with us. As a performer on 
stage I could hear restlessness if they were struggling to find what it all meant or if 
they were bored or if they were anxious. In Korea, I didn’t feel that restlessness as 
much. I felt like they were all breathing in at the beginning of the show. They were 
holding their breath to see what would happen, whereas in Australia they were all 
waiting for us to impress them. 
Neideck: Yes, like a sense of scepticism.
Wollstein: Yeah, yeah, totally.
Neideck: Even in Osan where nobody wanted to take the water we were offering, 
there wasn’t that scepticism. It was just, “no, I don’t want water” and then just did 
the show.
Wollstein: “But I wanted to see what else do you have?”
Neideck: Yeah exactly.
Wollstein: Whereas in Brisbane it was like, “no, I don’t want your tea but also if this 
is the beginning of your show this is not what I have signed up for.” It wasn’t like, 
“but what else do you have?” which it was in Korea.
Neideck: And I guess it’s not often that performers get to the feel of pulse of the 
audience before the first scene of the work. I mean it’s not particularly novel thing 
meeting the audience - people have done it before. And it was always the idea to 
make a relationship with the audience, but the unintended consequence is that 
if that relationship with the audience is a hostile one, how do you scramble back 
from there.
Wollstein: Yeah, exactly.
Neideck: Especially when the first sequence of the show is something quite…
Wollstein: … quite slow and meditative almost and like meditation isn’t something 
that everyone enjoys. I guess it’s really got to invite them into that space. Some 
people go there quite freely and easily which I felt like that from that afternoon, 
that matinee performance. They were ready to just go there and have it wash 
over them, whereas the night time performance or maybe because it was part of 
Brisbane Festival as well, you’ve got so many options of what we can see and people 
are so critical at that time of year in Brisbane. Maybe people were just waiting to be 
impressed instead of going on the journey that we were setting up.
Neideck: And actually something else that I realized in Korea is also the theatre 
culture is different. In Brisbane especially you have a couple of drinks before you 
go to the theatre at night and you’re expecting to have a couple afterwards as well 
and so that puts the audience in a different mood. Maybe the matinee in Brisbane 
was an artefact of that - people hadn’t started drinking. They are a bit more relaxed 
and ready for a cup of tea in the afternoon.
Wollstein: Yeah and 2 o’clock in the afternoon is a perfect time for a cup of tea and 
a performance that’s quite gentle - at night maybe they want something more. They 
wanted that excitement from the beginning but they aren’t provided with it.
Neideck: Interesting, okay, moving into the concluding section of the interview. 
Would you say that your understanding of the term metaphor has changed at all 
during the course of this project?
Wollstein: Well I guess I didn’t. I feel like I understood what it meant in the first 
place but I couldn’t really express that as many English people often do because 
they’re terrible: “well yeah I know what that means I just kind of explained it to 
you”. But actually I don’t know that it’s something that I had to think about in the 
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process like I don’t know that metaphor was something that I kept coming back to. 
Because I speak English, it may seem arrogant. I know what that is, so it’s not really 
something that I thought about or reflected upon.
Neideck: Yeah like the actual dry, not grammatical, but the actual philosophical 
idea of metaphor isn’t something that you think about even if like…
Wollstein: Not consciously I don’t go, “oh we are in the show that is a metaphor.”
Neideck: Yeah you just get down to the business of doing it.
Wollstein: I think this is quite natural. Yeah.
Neideck: Cool, is there anything else that you’d like to talk about in regards 
to the project, any feedback or concerns or positive things? I’m not fishing for 
compliments.
Wollstein: I think I would like to say thank you for putting up with my sometimes 
panicked state. I hope that you understand whatever was said during the process 
never came from a place of defiance or that I was purposely trying to piss on your 
ideas or anything like that. It was more than I wanted your vision to be the best 
that it could be.
Neideck: I understand that.
Wollstein: And thanks for taking what I had to say in as well.
Neideck: It was a pleasure. I think everyone, it’s a cliché to say but everyone had 
something to contribute. You’re consistently one of my favourite performers to 
watch in general, but also in this project as well. Earlier in the interview you said 
that you felt like you understood, or you felt that you should have been able to 
understand the physical side of the work but you didn’t. But I’ve never had really 
had any doubts that you would have, but like anyone else once you stop thinking 
about it and just get down to the business of it then it is fine.
Wollstein: Once you can actually do your job as a performer and not just think 
about the steps. If I relaxed then I was like: “okay, I’ve got all that other technical 
stuff and now this is so enjoyable to be in.”
Neideck: And there’s an aspect of like competing goals like somebody that’s more 
dance based really flounders with the imaginative stuff and just really wants to 
know where to step and how fast the step should be and whether we’re starting on 
the left foot.
Wollstein: And that’s important I think for the ensemble to know definitely when 
we’re creating it but then when we shift from knowing what each other is doing 
into going “oh it it’s not so important anymore.” Which is where the trust comes in 
that everyone’s going to do what we’ve rehearsed, so once we actually got into this 
season and once I’ve finally figured out that I didn’t look horrible when I barrel roll, 
pretty much I relaxed a lot. 
[LAUGHTER]
Neideck: It’s good information to have. I was just glad I wasn’t barrel rolling.
Wollstein: I offered my services to barrel roll in this current show but it hasn’t been 
picked up.
Neideck: Just slip him a note about that.
Wollstein: Oh yeah, maybe I will.
Neideck: Finally do you have any questions about the interview?
Wollstein: Nope.
[END] 
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Deluge Cycle 5 Exit Interview - Sammie Williams
Date: 3 November 2014
Time: 10:48am
Location:  Skype
Interviewee: Sammie Williams (Participant A6) - Brisbane
Interviewer: Jeremy Neideck - Seoul
Neideck: This is Principal Researcher Jeremy Neideck conducting an exit inter-
view with participant A6 Sammie Williams.
Williams: Is that my number A6?
Neideck: A6, That’s your code.
Williams: A6.
Neideck: A6, how do you feel now that this stage of the project is over?
Williams: I feel a little bit sad because I felt like I was just really starting to get into 
it, but also relief that everything went well.
Neideck: So when you say “into it”, what do you mean?
Williams: Just getting into the role of doing the daily thing, or waking up in the 
morning, and doing the show and then also the show itself, which I’ll talk about 
later.
Neideck: It’s sad to let go of routine when you have only just established it, I guess.
Williams: Yeah exactly. I mean it was such a short routine that when you feel like 
you’re just connecting with everybody, and then we go off again and do our own 
things.
Neideck: Hopefully we’ll get a chance in the future to do it again.
Williams: I know, it’s so cool, and I realize I forgot to reply to that email but maybe 
at the moment, I would love to. I’ve just got to work a few things out.
Neideck: We’ll have a chat about that later. So, do you feel like you’ve got any fur-
ther insights into the differences between Australia and Korea in terms of creative 
processes or working practices and even cultural style?
Williams: Yeah. Honestly I still feel like there are a lot of similarities, and I think 
that’s maybe because Younghee and Hoyoung have worked with you so many times 
before. So I feel like collaboratively and culturally that maybe some of those differ-
ences you’d already met. So I feel a little bit like I still don’t really know the differ-
ences culturally between the two, because I feel like you’ve already kind of resolved 
them. That may be the only real difference, personality-wise with Hoyoung… no 
not Hoyoung, Yongho I’m getting confused! (The only difference personality-wise 
with) Yong Ho is that because he was new like myself, I think because we were so 
quick to get into the process that we didn’t really have too much time to do our 
own process and then find a common ground. We had to come in and meet you 
guys where you already were, so what I feel like in terms of the collaboration, I 
still feel like there’s still more to learn from me culturally between Koreans and 
Australians in the process.
Neideck: During the process, did you find any benefits or challenges or difficulties 
with collaborating with artists from different cultural backgrounds?
Williams: I think mostly it is linguistically. Language for me, just talking, because 
I talk fast. You warned me about it before we went in, but I still found that I was 
still just talking too fast or get carried away in group conversations. That was still 
always a challenge. Also, I felt like especially when we were in Brisbane I found it 
hard to remember to get the input of the Korean guys. Sometimes I felt like we just 
go… and on our own terms. And then I’ll be like “Oh, I haven’t actually asked what 
they think.” So that was challenging. Also, I felt a little bit like because the three 
Koreans where older than myself, and I understand that respectfulness for age is a 
really big part of their culture (and it is part of ours as well) but it’s bigger in their 
culture, I felt that I always wanted to be careful about that. I didn’t want to offend 
anybody or tread on their toes in that kind of sense. Not that it was a concern, but I 
was just aware of it I suppose.
Neideck: Yeah, you talked a little bit about communication. How did you know 
when things weren’t going so well in terms of communication, and what kind of 
things did you pick up that we were doing to overcome it??
Williams: Well did I…
Neideck: When you’re talking too fast or not getting input from the Koreans, 
where did the stimulus from that come from?
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Williams: I think it was mostly if we had just done something, and then the three 
of us would start talking in the room about what we’ve just done, and ideas for 
the next thing, and we’d just get on a roll and just keep going with ideas, and then 
we’d realize “Oh, what do you guys think”. I felt like it was a little bit like that in 
Brisbane, because it was just easy for us to just go and get on a roll.
Neideck: Do you feel like you’ve picked up any more idea about where you sit 
in terms of collaboration or group dynamics especially within this team?
Williams: I felt like the whole team was at a balance, in terms of where I see it… I 
don’t know? How do you feel?
Neideck: Well, I asked this question in the entry interview and I think your 
response was something like “I can sit quietly, but if there seems like there’s a lack 
of a leader, I’ll step up.”
Williams: I can step up yeah.
Neideck: Do you feel like that was confirmed for you at all?
Williams: I think I did. I think maybe sometimes I felt like I was saying my piece a 
little too much like I was worried about treading on toes. But I think that’s mostly 
because I felt a little bit stressed with time.
Neideck: You felt stressed with time during the devising or…
Williams: Yeah.
Neideck: … devising and rehearsal process.
Williams: During the rehearsal process, that’s where I was a little bit stressed with 
time. In that section, some of the questions you asked were if we, artistically, had 
any concerns and things like that?
Neideck: Yeah.
Williams: I felt as a team that it was a really great mix, for what you were trying 
to achieve. But for myself personally, I think I would have liked to have had more 
time to be able to play and develop the physical language for those sections that we 
were playing with. But obviously, because of time that didn’t happen. Also just the 
physical training as well because we do all come from such different backgrounds, 
we did not have time to really develop that.
Neideck: Three weeks is definitely not enough, and even when I reflect on the 
process going back over 3 years, we’ve had sporadic stuff here and there and I guess 
something I realised half way through the rehearsal period is that some of the 
team I’ve been working with almost consistently, but then some of you guys are 
really new to the process, so there are some things you can rely on and some things 
you can’t. Sorry.
Williams: No that’s alright. What else did I say about that section? I think that was 
good, and I felt that we all fit rearly well. I felt like I got on well with everybody.
Neideck: So we might move on to the next section. What did you (and with some 
of these I assume that you found things rewarding), but what did you find most 
rewarding or enjoyable during the rehearsal process?
Williams: Getting to know everyone, getting to know the team, actually creating 
the work is probably the part that I enjoyed the most . The content of it. For and 
against was REM Ball, frustrating and good. I like it because were getting to know 
each other, and having fun, but I found it frustrating because we’d have to spend so 
much time on it
Neideck: Yeah, it’s funny like that.
Williams: “Can’t we just go to training now and out of this game?” That was both. 
What else was part of the process? I really enjoy improvising, I feel like impro-
vising, physical improvising. is a really good way to get to know people without 
having to talk, Getting to know how people move and things like that. But I felt 
that maybe we could have started out improvising, or moved a little bit quicker 
through the levels of improvising, because I felt like we played a little bit with the 
early stages of Viewpoints a bit too much. I felt like everyone would have had that 
training, and so maybe we could push through a little quicker.
Neideck: The second part of that question is “what did you find the most frustrat-
ing during the rehearsal process?”
Williams: There was a few things, the time, you know, the time that we took to 
build up the Viewpoints and then also REM Ball, which was also some of the 
positives.
Neideck: Great.
Williams: Love / hate relationship.
Neideck: [INAUDIBLE]
Williams: Yeah.
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Neideck: Has your comfort with using movement as an expressive tool in perfor-
mance changed at all since the start of the project?
Williams: No, the same.
Neideck: How about your comfort with using the voice as an expressive tool?
Williams: I’m feeling more comfortable with it. I was very nervous with that at 
the beginning of the process. I felt like in Brisbane I got to a very good point with 
being able to use my voice. But, I feel like when we got to Korea, because I’d had 
those two weeks of not training (I hadn’t kept up any voice training) that actually 
in Korea I found it difficult. In Brisbane I had spent a lot of time doing both the 
warm ups, and training, and all that, but then we got to Korea I should have been 
doing more on my own, but I didn’t. At the last show I was like… just like, have 
you got that recorded?
Neideck: Yes I’ve got that.
Williams: I don’t know, maybe different air and everything, and I don’t know, my 
throat was just bad by the end of it. So technically I felt worse in Korea than locally, 
but psychologically I felt more comfortable with it.
Neideck: And I guess that makes sense. You’re very used to using your body in 
different conditions and doing the things you need to do to look after your body, 
but if you had already had a base line of being uncomfortable using your voice and 
I guess that would mean not having the skills and the tools to…
Williams: To maintain that.
Neideck: To maintain that. That’s good feedback. Let’s move on to the creative 
work, what was Daehongsu Deluge about for you?
Williams: In terms of myself in the work, I really look at it as I’m playing a role to 
best portray what it is that you wanted. That’s what it is for me about being in it. 
In terms of what Deluge is about, I feel like I’ve got to understand that more as we 
went along, so I think I’ll answer in the next part of your question, how it changed 
between Brisbane and Korea to me in Brisbane…
Neideck: We’re going to move on to that.
Williams: In Brisbane for me, the show was very much about the technical side of 
it. I suppose I was still sitting, trying to find my place in it. I think coming from the 
physical point of view, I always felt like, “am I doing the right shape?”, “Am I here 
at the right time?” So during all of it I was thinking about the technical things a lot 
more, still trying to use the images, but still thinking about the technical things. 
Whereas when I came to Korea, I think it was the day Dave gave us a note about 
remembering the images and stuff. From that point I could feel like I could be in it 
more and understand the feeling and the spirituality and the emotion a bit more, 
because the technical side was there. I didn’t have to think about it so much. I felt 
like in Korea I was able to understand the show better, myself as a performer.
Neideck: So, when thinking about going back to the images, or going back to the 
imagination, what were the things that were most useful to you? What were the 
things that stuck out for you after all those weeks. and then being in Korea… what 
would you draw on?
Williams: I think in Korea the images that helped me the most were the fog images. 
In Brisbane I should have used the images, but I felt like it was just a layer, and 
in Korea I felt like I was the image. So fog was probably the biggest one for me 
because I’ve really held on to that image. Now I’m trying to think back to all the 
sections…
Neideck: I guess like I mean…
Williams: But that was the section for me that really stood out, because physically, 
once I understood it technically my mind would wander because it was slower, so 
then the image really helped to just sit in it. What else?
Neideck: Did you find any of the larger dramaturgical, or the story based layers 
helpful at all? Like, the stuff we talked about in terms of the poetry or the water 
cycle, the ritual stuff.
Williams: I don’t think I really made a connection that much in the [water] cycle. I 
just thought about each section as its own individual thing. I was thinking more of 
the images like “what am I in this state”, “what am I in this state”, “what am I in this 
state”. So I didn’t feel too much like the [water] cycle, or the poem or the things that 
you had given us. I didn’t make that connection as much. For me it was more about 
the different things. I think Elements is the strongest for me for imagery, and then 
the Doppelgangers. I was just thinking about being a person. And in Summoning 
– “the fingers” and “the jumping” – that was a very big psychological battle for me. 
That was where I had to “self-talk” the whole time, otherwise my mind would go 
somewhere else. So for me during those sections, we talked about in “the fingers” 
[that there was] the conversation. I had to have three-way conversations. I really 
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had to talk in my head, and be like “What are you saying now?” I had to do that. 
And in Summoning, in “the jumping”, there was a lot self-talk as well. Lots of “stay 
on the spot”, “look in the light”. But my image for that was “bring it!”. I was just 
saying to myself “bring it, come on, try me, try me!”. That’s the kind of the image. I 
had to “self-talk” to myself at the time.
Neideck: I identify strongly with that. On top of the image stuff, which you know 
I have done for a long time, my mind talks a lot. My mind is like, instead of “bring 
it”, I was saying “come”, like “come on!” You said in the string section, we had some 
people to talk to. Who would you talk to?
Williams: Oh so we talked about Poseidon who is the sea god, and then remember 
I said something about the sun god?
Neideck: Yeah.
Williams: So the sun and the sea. One of my friends who came to watch the show 
in Brisbane, she saw opening night, she said she thought it was opposite magnetic 
forces. That’s what she felt it was like, which I felt was quite similar to the earth 
forces with water and light and sun and heat, attracting and opposing. Evaporation 
and rain, they’re constantly like this so I thought about that image as well. That 
repelling and attracting. But it’s sun god and water god fighting over earth.
Neideck: Beautiful. Okay, in Korea after getting over the shock of doing the season 
in Brisbane, we started to identify different performances as being good or bad or 
feeling in it or out of it. I’ve got a series of questions, but what does a bad show of 
Deluge feel like?
Williams: For me the show [was] bad or good depending on which way these 
elements went. The four elements for me: timing as a group, Technical things that 
happen with our timing and then timing as a team. Then my personal accuracy, 
what I’m meant to be doing. Then also my mind being in or out of the show. So one 
of those things is good or bad depending on a good or bad show. For me especially, 
being in or out of my mind during the show. Those points where I had forgotten to 
use the images my mind would wander, and I would start thinking about… I don’t 
know, I can’t even remember, but I would just start thinking about things that had 
nothing to do with the show. Because at that time in Korea I wasn’t thinking so 
much technically. Actually even in Brisbane I think the first night, I didn’t feel so 
“in the show” because I think maybe nerves or something. I think the last show in 
Brisbane I really felt “in it” so that to me personally is good or bad and then also of 
course physically, if I stuff things up I can get like “Oh that was so shit!.”
Neideck: Is that experience comparable at all to other dance work you’ve per-
formed in?
Williams: Yeah, very similar.
Neideck: Okay, what are your impressions of the audience’s reception of the work, 
and did you think there’s a difference between Brisbane and Korea?
Williams: I think there were big differences. I felt like in Brisbane, because the 
way it had been programmed, I felt like the audience came expecting to see some-
thing in particular. Whether it was because of the way it had been programmed 
and whether it was their first experience with Underground, or them knowing 
who you are in terms of “He’s a physical theatre performer.” “He’s a butoh per-
former.” And then people seeing the program as a dance show “Oh it’s going to 
be a dance show.” And then other people “oh, they’ve done this fun show called 
Underground, this is going to be awesome” they think it is going to be immersive 
theatre. I feel like people in Brisbane really had expectations of what it would be, 
and then they would just walk away like “that’s not what it is at all”. I felt like the 
show is somewhere inbetween, dance, physical theatre and immersive. It was not 
any of those one things. So, honestly, I feel like in Brisbane they really didn’t get 
it. I felt like in Korea, there were less expectations of what it was going to be, and 
that also they had a deeper understanding of what the show was about. Whether 
it was because personally as a community the whole ferry tragedy was still very 
fresh to them, whereas in Brisbane the flooding was three years ago, four years ago. 
They’ve forgotten about it. In Korea, it was still very fresh. And then also of course 
culturally, the whole thing with grieving and han, I think they understood that. 
My friend and her mom who came to see the show, they cried, were really emo-
tionally moved, and that friend is a very technical dancer. She loves really modern 
dance and things like that, so I wasn’t sure she’d be into it. She really liked it. She 
was like, “it wasn’t just about the dance”, it was more about the whole thing” She 
really understood that. Otherwise, it felt like the artists in Brisbane really didn’t get 
that.
Neideck: Yeah okay right.
Williams: Yeah I think the Koreans understood it more.
Neideck: I felt the same way, which is good, but weird. Because we’re mostly 
an Australian team, making in Australia, it’s what we aimed to do, it was to 
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communicate with the audience. It is good to hear that people got something from 
it.
Williams: Can I just go back a little bit to when you were talking about creative 
work and the images? During the process, working with the images in so much 
detail - which is what you’re doing, which is what you do – I found it really diffi-
cult. I think coming from a physical background, I just want to know how I look 
and what I’m doing physically wrong and “just tell me and I’ll do it like that”. I have 
that attitude. Also, when I stress more I want to know more of that. So something I 
found frustrating as we were just building this show, was to play with those images 
so deeply. But then of course it got easier as the technical side became easier.
Neideck: I could see that kind of struggle, also with Yongho, I think you have very 
similar sensibilities. I mean, Yongho is quite an experienced actor as well, but also-
he’s been dancing for a long time. And you could see him go, “just get to the point 
and just tell me what to do”, whereas…
Williams: “Just tell me to dance.”
Neideck: I know! Which is interesting, because you guys were coming in at the 
end of a
process. This is literally the most articulate I’ve ever been in terms of telling people what 
I want. So I can imagine that you probably would have quit the first develop-
ment on the second day. I mean there’s always that struggle of “how do we work 
together”. This performance can really connect…
Williams: To images.
Neideck: … to images. And for me as well, it’s the only way that I can move my 
body. If someone had told me what to do, I wouldn’t be able to do it. But I think 
that we felt like there were moments of really unproductive time, or moments of 
real frustration for the whole team. But towards the end of the process we found a 
way to work. Maybe it’s that pressure of time: “okay we’ve got to get it done”.
Williams: It’s good for me to find that out about myself as well. That’s what I think, 
so it means I can work on it.
Neideck: In conclusion, has your understanding of the term metaphor changed at 
all during the course of the project?
Williams: No, I don’t think so I think it’s still the same.
Neideck: Is there anything else that you’d like to talk about in regards to the pro-
ject, feedback or concerns or…
Williams: No.
Neideck: Do you have any questions about the interview?
Williams: No.
Neideck: Great.
Williams: Actually,, if we do it again will we have time to develop it further or will 
we just be…
Neideck: We won’t like…
Williams: I just think reproducing.
Neideck: Yeah. We’ll be changing some things in terms of the context of the piece. 
Actuall, we’ve just spent two weeks – because Cho Sunny, the head of the Seoul 
Foundation, she’s obsessed with the show.
Williams: That’s awesome.
Neideck: It’s awesome but it’s really frustrating because we get calls and messages 
every day from the Foundation, everyday saying “so can you do it”. She’s changed 
the programming of one of her major venues to fit us in and so we would have 
three days of rehearsal and then tech, dress and then open. I mean, we could make 
some changes, but a lot of those days will be us getting show-ready. But hopefully…
Williams: And how do you feel about, oh sorry continue.
Neideck: No go on.
Williams: Just going to ask your thoughts about the process of…
Neideck: That’s a good question, one of the reasons I want to do these interviews 
is because I’m having trouble writing. And talking about things is much better. 
I went through periods, I’d always go through these periods, where I feel like an 
abject failure and can’t possibly make anything. But the start of the process was 
really fucked up because Yonghee wasn’t very well, and she could participate, and 
we were having such a good time in the room anyway, and a lot of the stress for 
me was how she would integrate back into the team after not being in the first 
couple of days. But everything was fine, so that was a big relief, that there were no 
personality clashes. That was a big relief. Because my findings of previous seasons 
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of the work, my research has been that that’s actually the hardest thing. Making the 
work is easy. If you’ve got artists that are experienced enough, you can make work 
in a short time, but your personality… Managing relationships and everything is 
terrible. And then we like we started making the work and I was really happy with 
the things I got, and then halfway through the process, it seemed that things wer-
en’t going fast enough. But in the end I was really happy with the work that 
we made because it was the work that I wanted to make as a director. It would have 
been nice to have a traditional six weeks to make in the first place. And then being 
really surprised by the reactions in Brisbane and Korea. I had some great reactions 
from people in Brisbane, but then realizing that actually, we’re using physical 
languages and modes of performance that people in Brisbane probably don’t enjoy. 
And then being really worried about Korea and going “well, everyone in Korea 
is surely going to hate it and not get it”. But having really good, positive reactions 
from lots of people is nice. Especially from friends and colleagues who have no 
problems being really critical. They would be the first people to say “ this was 
terrible, you shouldn’t have done it”, but to actually have good reactions from them 
is really nice. Those things about different working styles, and trying to give some 
members of the team the feedback they need and other members feedback they 
need – that’s something that’s really difficult. And in a process you often talk, we 
often talk about in theatre about coming into processes with no assumptions, and 
no expectations, but that kind of runs counter to the research process, which is: 
“actually I’ve done four developments, and I have all of these expectations, and I’m 
trying to prove what I’ve written previously is correct”, and looking up and going 
“actually this is going down like a lead balloon”. I’ve done all of this preparation, 
had all of this material… Actually, Amy was funny. She was like “no, I don’t want it, 
I’ll read this stuff next week:… I’m like… “okay?”.
Williams: I think that sometimes too much information is not helpful for us. It’s 
like how you were saying before: you had one time where you had so much infor-
mation and the other time no information. This time, possibly, it was in the middle 
somewhere. I suppose it’s good to throw it out there for us to just be honest, and 
say whether we need it or not.
Neideck: And that yeah, I mean that’s the thing.
Williams: Some days it could be different.
Neideck: There’s something about constantly checking in and not assuming. Just 
asking people what they need, and seeing whether you can help them get it. I guess 
that’s the point of relationships as well. I’ve got a question that I don’t think I asked 
in the first interview. Do you have any perspective, or do you have any opinion on, 
what the intersection between personal and professional lives are in creating art? 
The intersection… Do you know what I mean?
Williams: Yeah, I know what you mean. In terms of having a professional relation-
ship and a personal relationship?
Neideck: Yeah.
Williams: I think it’s a fine line, because as artists we’re being professional. But art 
is also personal. You want to be professional, but at the same time you don’t want 
to offend because it is someone’s personal thing. But then at the same time, you do 
need to be critical. I think it’s always a hard balance to find. I think it’s very hard 
to be critical of something, or someone’s way of working and then go and have a 
beer with them later. I think you’ve constantly always have got to have those two 
in mind. I don’t know, it takes a very certain person to be able to cut down the line 
creative and personal. I think that when I work, I try to think of both, but I also 
hope that I can keep them separate. I do want to be critical and challenging, and 
then be able to walk out of the room and still have a good relationship with that 
person. I suppose it’s putting into… when you are being critical, and framing it in 
the right way.
Neideck: It’s the constant problem, and I think that sometimes I try to be nice too 
often.
Williams: I think as a director sometimes you felt like you were trying to please us? 
I feel like in dance they are just way meaner. You know you had that guy Roger you 
said was his name…
Neideck: Yeah.
Williams: And it sounds like you guys had a great personal relationship with him 
so sometimes I feel like it’s okay for you to tell us “No, that’s not what I want.” Or 
“No don’t do it like that. Or “I have some suggestions or feedback”, just go, “actually 
no, it’s okay, thank you for this, I’m just going to go with this.” “Okay sure I’ll be 
fine.”
Neideck: Actually when you were talking, Roger was who I was thinking about, 
because like he would be really hard, but afterwards he was fine.
Williams: It was different, yeah.
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Neideck: But also, he had his faults because he said some pretty terrible things and 
as we all do but…
Williams: We don’t have to be that extreme all the time.
Neideck: Yeah.
Williams: It is something to think about.
Neideck: Yeah.
[END]
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